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Introduction
There is a large audience for fantasy literature in the United States, as shown by
the astronomically successful sales of recent fantasy best-sellers, but, at the same time,
many people do not see fantasy literature's real value. In this very practical modern
world, if a book does not reflect real life, it is likely to be criticized and disregarded.
Fantasy literature can be seen as juvenile or badly-written. Some people simply dislike
fantasy and do not see the point of reading it. Some people are just the opposite: they love
fantasy and feel like it gives them inspiration and deep meaning.
Fantasy literature does have value. As is the case for most literature, this value is
hard to quantify and describe. Among its unique benefits are the great enjoyment a good
fantasy novel can give; the nourishment that it can give the human spirit; and the escape
that it provides from the oftentimes chaotic modern life. These benefits are very clear to
me, since I have read and enjoyed many works of fantasy throughout my life. I have
benefitted greatly from many of my favorite fantasy novels, and they have made a deep
impression on me. I admire the example of brave characters as they struggle against
darkness or with depression, and I am encouraged to do what is right after reading about
a protagonist's heroism as he or she resists evil. Fantasy has endless possibilities for
inspiration. I plan to be a fantasy author someday so that I can try to write books that give
others these feelings; this thesis includes some of my attempts at writing fantasy. I hope
to show the value of the genre so that others can enjoy it, as well, and benefit from an
enduring and justifiable love of fantasy literature.
In the process of exploring fantasy's many benefits, the thesis travels through
various aspects of fantasy literature. The first part covers the literary aspects of fantasy,
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including the history of the genre; the criteria for a good fantasy novel; and a discussion
..
of the reasons fantasy is a valuable form of literature. The second part deals with the
c. '

publishing aspects of fantasy, going step-by-step through the path one takes to publish a
fantasy novel. The third section is about writing fantasy. It deals with how my own work
fits into the fantasy genre and what traditions it follows; specific aspects of my work; and
my own writing process. The thesis concludes with two chapters and an outline of my
own work as I attempt to continue the fantasy tradition. It is hoped that this thesis will
benefit both the author and the readers, giving them a greater appreciation for and greater
understanding of works of fantasy. Fantasy literature does have value, and hopefully
someday the genre will gain wider acceptance as a worthy literary genre.
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What is fantasy literature?'

Fantasy literature can be defmed, broadly, as "any work that contains magic or
other elements that cannot be understood by the rules of reality" (Burcher et al.). In
fantasy, "events occur, or places or creatures exist, that could not occur or exist according
to rational standards or scientific explanations" (Tymn et al. 3). Though useful, these
definitions are not set in stone. As literary critic David Sandner points out, the "fantastic"
is "notoriously difficult to defme" (9). Many have difficulty saying just what is and is not
fantasy literature, and even authors who are not necessarily classified as fantasy authors
include fantastic ingredients in their books (Burcher et al.). Despite these qualifications,
the above definitions of fantasy literature are still generally true and quite useful.
According to Charlotte Burcher and associates at the Williamsburg Regional
Library, the fantasy genre can be divided into five main groups, each with its own
specific characteristics and contributing authors. This taxonomy includes "epic high
fantasy, paranormal/urban/contemporary fantasy, historical fantasy, realistic fantasy, and
literary fantasy" (Burcher et al.). They also mention the smaller groupings of "political
fantasy, hero fantasy, dark fantasy, romantic fantasy and fantasy romance, fables, and
science fantasy" (Burcher et al.). Clearly there are many types of fantasy literature, and
each of these types deserves a short description.
•

Epic high fantasy often involves "quests," numerous "characters," "magic," and
magical "objects" such as swords and rings (Burcher et al.). High fantasy is often
full of archetypes, such as the archetypes of the "outcast," the "hero," and the
"mother" (Tymn et al. 9). The setting of works of high fantasy are "secondary
worlds" and the human characters are usually "of high or noble estate" (Tymn et

,....
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al. 5, 7). E.R. Eddison, J.R.R. Tolkien, and Lord Dunsany were precursors of the
category, and more modem writers such as Terry Brooks, Ursula Le Guin, David
Eddings, Raymond Feist, Jennifer Roberson, and Stephen Donaldson have
continued the tradition (Burcher et al.).
•

Paranormal/Urban/Contemporary fantasy encompasses popular books such as the
vampire-filled Twilight series by Stephenie Meyer and J.K. Rowling's Harry
Potter series (Burcher et al.). Paranormal fantasy books are recognized by their

inclusion of entities such as "werewolves, vampires, wizards, [and] fairies" living
in modem times in modem places, particularly cities (Burcher et al.). Some
examples of authors of paranormal fantasy, in addition to J.K. Rowling and
Stephenie Meyer, are L.A. Banks, Patricia Briggs, Rachel Caine, MaryJanice
Davidson, and Sherrilyn Kenyon (Burcher et al.).
•

Historical fantasy is a type of fantasy in which actual history is rewritten with
fantasy elements~ examples have been adding dragons to the "Napoleonic wars"
or "earth magic" to a western set in Tombstone, Arizona (Burcher et al.).
Examples of authors of historical fantasy include Marion Zimmer Bradley, Sarah
Douglass, Harry Harrison, and Jo Graham (Burcher et al.).

•

Realistic fantasy, one of the more recent developments in the fantasy-field, gives
a grimmer view of the fantasy world: characters in realistic fantasy "have mixed
motives,"" 'good guy[s]' "are sometimes rare, and there is "[b]rutallanguage,
violence, and sex" (Burcher et al.). Further, "major characters can and do die"
(Burcher et al.). Authors in this area of fantasy are George R.R. Martin, K.J.
Parker, R. Scott Bakker, and David Anthony Durham (Burcher et al.).

·.
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The fmallarge category of fantasy described by the Williamsburg Regional
.-

librarians is literary fantasy. A work of this type is a "[book] with fantastic
elements that [applies] graceful style, symbolic language, complex characters,
ethereal settings, alliterative in-jokes, meta-references, or non-linear timelines,"
among other literary elements (Burcher et al.) . Examples of authors who write
literary fantasy help make the definition clearer: Mervyn Peake, Peter Beagle and
Richard Adams were some of the "forerunners," and writers such as J.R.R.
Tolkien, Ursula Le Guin, Charles de Lint, George R.R. Martin, and Susanna
Clarke are writers of literary fantasy, in addition to being writers of epic high
fantasy, contemporary fantasy, and other types (Burcher et al.). Authors who use
magical realism, such as Isabel Allende, Gabriel Garcia-Marquez, and Salman
Rushdie, are also authors of literary fantasy (Burcher et al.).
After surveying the many varieties of fantasy literature that exist in the field, it is
clear that fantasy literature encompasses a wide range of styles and subjects. However,
often when an individual thinks of fantasy, he or she is often actually envisioning epic
high fantasy (Burcher et al.). There could be many reasons why this is so; maybe epic

high fantasy is the oldest of the above-given types of fantasy. Many of the oldest English
works, such as Beowulf and Sir Gawain and the Green Knight, even if they were
originally meant to be true stories, share characteristics with high fantasy. As professors
Marshall Tymn, Kenneth Zahorski, and Robert Boyer say in their collection and
reference guide Fantasy Literature, these works are among "the earliest literary faery
tales, in which the gods have already passed their twilight" (15). Since some of the very
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earliest stories written were e~sentially epic high fantasy, this may make that aspect of the
genre most familiar to the average person.
Well-known fantasy author J.R.R. Tolkien divides the fantasy field slightly
differently than those at Williamsburg Regional Library. In an essay from the late 1940s
(republished in the 1966), Tolkien discusses what he calls a "fairy-story," and he
distinguishes these fairy-stories from works that others, using the previously discussed
categories, would most likely classify as fantasy: "traveler's tales" like the account of the
Lilliputians in Gulliver's Travels (13); works that mock the fantastic elements within
them (10); works in which the fantasy is only a dream (such a Alice in Wonderland) (1314); and works where animals are the main characters (he calls them "[b]east-fable[s]"),
like The Three Little Pigs and Beatrix Potter's Peter Rabbit (15). According to him,
fantasy literature is something distinct. He says,
The definition of a fairy-story -

what it is, or what it should be- does not, then,

depend on any definition or historical account of elf, or fairy, but upon the nature
of Faerie: the Perilous Realm itself, and the air that blows in that country. I will
not attempt to defme that, nor to describe it directly. It cannot be done. Faerie
cannot be caught in a net of words, for it is one of its qualities to be indescribable,
though not imperceptible. (1 0)
According to Tolkien, a "fairy-story" is one which touches on or uses the mysterious
Faerie, which is "magic of a peculiar mood and power," "whatever its own main purpose
may be: satire, adventure, morality, fantasy" (10). The caveat is that the fantasy element

be taken seriously (10); it is vital that a fairy-story be "presented as 'true'" (14).

••
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History of the fantasy genre
Before discussing fantasy, it will be valuable to learn the history of the subject
and where fantasy originated. Although fantasy literature only really began to exist as a
genre at the end of the 1800s (Sandner 9), arguably fantasy has existed since a very early
period, perhaps, as librarian Cathi MacRae points out, "[:fJor most of human history"
(15). During the period when most stories were shared orally and not through the written
word, they "featured gods, creatures, and superheroes beyond reality" (MacRae 15).
Homer's Odyssey is a good example ofliterature with qualities of epic high fantasy. This
work features a hero, Odysseus, who is on a quest- to return to Ithaca ("Odyssey" 826).
As in works ofhigh fantasy, the hero meets many dangers and strange, mythical creatures
-such as Greek gods, the Lotus-eaters, and a cyclops- on his journey ("Odyssey" 826).
Further, Odysseus, like many epic fantasy heroes, is of noble blood- he is the king of
Ithaca ("Odyssey" 826). In English literature, the epic poem Beowulfhas elements of epic
fantasy: the warrior Beowulf goes on a quest from his home in Geatland to slay the
monster Grendel (Greenblatt 34-1 00). Like an epic fantasy, the main character, Beowulf
is of noble blood (Greenblatt 34-100). Additionally, the tale includes magical objects the mythical sword Hrunting and the sword from the lair of Grendel's darn (Greenblatt
34-100). The later "great alliterative romance or epic" (Turco 21) Sir Gawain and the
Green Knight is another early work with fantasy elements. The main character, the noble

Sir Gawain, after making a vow, goes on a quest to duel with a monstrous green knight
(Greenblatt 160-213).
A key difference between most of these early works and modem fantasy, it must

be noted, is that these early works may have been reflections of real life as their authors
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perceived it, while modem fantasy, by definition, has "elements that cannot be
understood by the rules of reality" (Burcher et al.), that do not reflect real life. For
instance, the author of Beowulf, writing in the eighth or even the tenth century
(Greenblatt 29), may really have believed that creatures such as Grendel had once walked
on the earth. The author of Sir Gawain and the Green Knight, however, who lived
sometime in the fifteenth century (Greenblatt 160), probably only wanted to tell an
entertaining tale and did not believe huge, green knights existed.
Notable examples of fantasy from the late 1500s to early 1600s are several of the
works of William Shakespeare (MacRae 14). A Midsummer Night 's Dream is a good
example of a work offantasy ("Fantasy" 403); others ofhis plays, though they are not
entirely works of fantasy, do include fantastic elements, such as Hamlet, which includes
the supernatural element of his father's ghost, and Macbeth, which has witches.
Additionally, his works Cymbeline, The Winter's Tale, and The Tempest are examples of
romances (Quinn 287), which are similar to works of fantasy. One clue that romances and
fantasy are similar is that the uniting feature of the romances listed above are
"improbable events, strange coincidences, and an episodic structure central to the
romance form" (Quinn 287). According to Northrop Frye, romances "[are] nearest of all
literary forms to the wish-fulfillment dream" (qtd. in Quinn 286), not unlike fantasy, and
fall somewhere "between myth and mimesis [similarity to real life]" (Holman and
Harmon "Romance" 413). In the eighteenth century, Clara Reeve defined the difference
between a novel and a romance, a definition which makes the similarities between
fantasy and romance clear: "The Novel is a picture of real life and manners, and ofthe
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times in which it was written. ! he Romance in lofty and elevated language, describes
what has never happened nor is likely to" (qtd. in Holman and Harmon "Romance" 413).
During the 1700s, realism became the predominant literary style, emerging in
novels (MacRae 15). MacRae explains the thought of the time: "Fine literature was
supposed to tell the truth about human nature, which society believed could be done only
through realism" (15). The most popular novels, however, happened to be "gothic tales of
terror," which later "formed the root of one of fantasy literature's cousins, horror or dark
fantasy" (15). Despite these Gothic novels, realism eventually became the order of the
day (15). In this Enlightenment period, fairy tales began to be devalued. Coming from a
"rationalist and empiricist outlook," some had denounced fairy tales for their "divergence
... from matters of fact . .. violations of natural laws ... seemingly unlicensed
imaginativeness and .. . relatively random attention to improving lessons for the benefit
of [children]" (Manlove 2-3). "The days of Jack the Giant killer, Little Red Riding Hood,
and such trashy productions," said one reviewer in an edition of The Ladies Museum
from 1831, "are gone by, and the infant mind is now nourished by more able and efficient
food" (qtd. in Manlove 3).
However, as the Romantic era began and even before, a number of factors were
contributing to the slow development of fantasy literature. For one, the eighteenth century
had been a time of a "growing, if reticent, fascination for things faerian and marvelous"
<Manlove 2), despite or perhaps because of its rejection of "non-rational" ideas. In the
l700s people were believing less and less in the supernatural but were still very interested

in it; this shift in thought helped begin the critical consideration of fantasy literature
(Sandner 6). Secondly, the German Romantics at the beginning of the nineteenth century
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(figures such as Goethe, W.H. Wackenroder, and Novalis) believed that "fairy tale[s]""M!rchen" as they called them-were the "product[s] of the unconscious imagination"
and therefore valuable, providing " a picture of the actual condition of existence"
(Manlove 1). Their interest in fairy tales "had a considerable influence on the interest in
fairy tales" during the next century (Manlove 1). A third agent that helped bring fantasy
literature into being was the scholarly folk-tale studies conducted by individuals such as

J. and W. Grimm in their Kinder- und Hausmarchen (Manlove 2). This rise of interest
in folk tales was prompted by rising nationalism (Manlove 2).

In addition to the general factors that increased the prominence of fantasy
literature, "it was children and what was thought suitable reading matter for them that in
England at least caused the explosion of its popularity" (Manlove 2). As C.N. Manlove
writes, "with the Romantics new value was put on the imagination and on the child as a
child" (3). As previously discussed, some had condemned fairy tales for their lack of
adherence to real life and other perceived flaws; but in the nineteenth century, authors
such as Coleridge, Scott, Lamb and Dickens "began a series of assaults on the opponents
ofthe fairy tale," leading to the general recognition that fairy tales were "the rightful
property of the child" (Manlove 3). Accordingly, the majority of fantasy written during

this century was children's fantasy, including works such as "Thackeray's The Rose and
the Ring .. . , Charles Kingsley's The Water-Babies .. . , C.L. Dodgson's Alice 's
Adventures in Wonderland ... and Through the Looking-Glass ... , George
MacDonald's Dealings with the Fairies . . . , At the Back ofthe North Wind .. . , [and]

The Princess and the Goblin" (Manlove 3-4). Older readers of the time period might read
fantasy written by Edgar Allen Poe and J. Sheridan Le Fanu, who wrote "ghost and
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horror stor[ies]" (Manloye ~),while in the late century there were writers such as F.
Anstey, who wrote comic fantasies, William Morris with his late romances, or Oscar
Wilde, who wrote The Picture ofDorian Gray (Manlove 4). Although this association of
fairy-tales with children would give later fantasists trouble as they insisted that fantasy
was not only a genre for children but for adults, the contributions of these pro-children
authors and critics to the fantasy field were helpful to the fantasy field.
In the late 1800s and early 1900s, writers ofheroic fantasy, which would be one
of the most popular fields of fantasy literature, began their work. The creator of the field
was the Englislunan William Morris. A utopian socialist living in the latter half of the
nineteenth century, William Morris, like J.R.R. Tolkien after him, translated Norse tales
into his native language (MacRae 15-16). Following his "composing new romances in the
old medieval style," he made a fateful choice "to invent his own type of medieval world"
(MacRae 16). The Wood Beyond the World was released in 1895, and was later called by
Lin Carter ''the first great fantasy novel ever written" ( qtd. in MacRae 16). Morris also
influenced two slightly later famous fantasy authors: Lord Dunsany and E.R. Edddison
(MacRae 17). Lord Dunsany was publishing his works as early as 1905; he wrote such

books as The King ofEljland's Daughter, published in 1924 (Tymn et al. 78). Eddison's
The Worm Ouroboros: A Romance was released in 1922 (MacRae 17). "[F]rom these
three master storytellers," Lin Carter tells us, "derive almost every important writer of
adventurous fantasy" (qtd. in MacRae 17).
One of the most influential fantasy writers of the twentieth century was J.R.R.

Tolkien. His greatest work, The Lord ofthe Rings, would be "the norm accordmg
· to
Which all other fantasy works must now be judged" (Tymn et al. 163). Havmg
·
been asked
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of the Rings in 1954 and 1955 (MacRae 24-25). These three books recount the heroic
quest and epic struggle of good Elves, Hobbits, and Men as they fight against the evil
Lord of the Rings himself, Sauron. The trilogy "examines issues that transcend
boundaries oftime and geography, issues such as destiny and free will, human
corruptibility, and responsibility to society and nature" (Tymn et al. 165).The books are
also enhanced with Tolkien's invented languages, which "[range] from the elegance of
the Elven tongue to the guttural harshness of the Ore's speech" (Tymn et al. 165). There
are words evoking both beauty-the elven forest "Lothlorien" and elven queen
"Galadriel"-and horror-the land of Sauron, "Mordor," the evil Ore "Lugburz" (Tymn
et al. 165). As Tolkien' s biographer Humphrey Carpenter found as he spoke with
Tolkien, Tolkien viewed "his book not as a work of fiction but as a chronicle of actual
events," accordingly seeing himself as "a historian who must cast light on an obscurity in
a historical document" (qtd. in MacRae 26). Clearly, "Tolkien convinces readers of
Middle-earth's reality because he is himself convinced of it" (MacRae 27).

In the United States in the 1960s, Tolkien's work turned into a "campus cult
classic; its epic struggle of good against evil, of the ordinary against the powerful, struck
a chord with youth rebelling against conservative authority" (MacRae 25). At the same
time Tolkien published his trilogy, Mervyn Peake, termed his "worthy rival in otherworld
creation," was publishing the Gormenghast trilogy - Titus Groan, Gormenghast, and
Titus Alone, between 1946 and 1959 (MacRae 17). As the "Tolkien craze" took the
United States, in 1968, American author Ursula K. Le Guin published A Wizard of
Earthsea, making her, as the authors of the Encyclopedia ofFantasy say, "one of the two

<
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or three most important U.S. [science fiction] authors of the second half of the 20th
century" (qtd. in MacRae 38). The acclaimed book A Wizard ofEarthsea is a "classic
coming-of-age tale" about a boy named Ged who learns to become a wizard; Le Guin's
later books would include Ged and expand with other characters as well (MacRae 38-47).
Le Guin was "[t]he frrst significant American fantasist to follow Tolkien" (MacRae 35).
Author Terry Brooks would publish The Sword ofShanarra, the frrst of many he would
write, in 1977 (MacRae 53). This fantasy novel of dubious quality (Tyrnn et al. 55) saw
explosive sales, remaining "on the best-seller list for 26 weeks, selling hundreds of
thousands of copies" (MacRae 53) and " [making] publishing history as the first work of
fiction ever on the New York Times trade paperback best-seller list" (MacRae 57). The
first writer to create "an impression on the general public" since Tolkien, Brook's book
played an instrumental role in " [bringing] fantasy novels into the mainstream" (qtd. in
MacRae 58).
After Brooks came a great increase in fantasy publishing (MacRae 116).
Numerous other notable authors published fantasy during the same time period or
afterwards, including such authors as Newberry-Medal winner Robin McKinley and
popular author Diana Wynne Jones. However, some fantasy fiction degenerated in
quality; during "the 1970s," the editor at Ballantine Books decided on a " formula" for
publishable adult fantasy literature; in editor David G. Hartwell's words, the formula
called for books that were "nostalgic, conservative, pastoral, and optimistic" and whose
plots were rather predictable: " [i]n invented worlds in which magic works, ... a male

tentral character ... [triumphs] over the forces of evil .. . by innate virtue . .." (qtd. in

MacRae 22). Other publishers followed suit, and "[t]rash writing ... mediocrity ... and
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repetition" were the end prod~c~~ (qtd. in MacRae 22). Things did not remain in this
sorry state, however; the caliber of fantasy literature "steadily improved as the field
widened" (MacRae 22). Recently someone has declared that modem times are a " Golden
Age of Fantasy" (qtd. in MacRae 22).
Perhaps the most important fantasy leading up to recent times has been J.K.
Rawling's Harry Potter series. The series follows the adventures ofthe previouslynormal Harry Potter as he trains to become a wizard at Hogwart' s School of Witchcraft
and Wizardry and learns that he must face the menace of the evil wizard Voldemort.
Monumentally successful, the books, first published in Great Britain, made the top five
on the Children's Bestseller's List of the New York Times and stayed on the list for long
periods oftirne; for example, the first book in the series, Harry Potter and the Sorcerer's

Stone, had been on the list two and a half years when the third book was released (Whited
3). The books won awards, such as the British Book Award's Children's Book of the
Year, and Harry Potter and the Prisoner ofAzkaban, the fourth book in the series, was
even nominated as a contender for the Whitbread Book of the Year award, opposite
Nobel-Prize winner Seamus Heaney's rendition of Beowulf In the end, Heaney won
(Whited 6). The first books in the series were "translated into nearly three dozen
languages" by 2000 (Whited 9). Rowling did not even intend to write a fantasy novel; in
her own words, she realized that in her frrst book, "the unicorns were in there. There was
the castle, God knows. But I really had not thought that [writing a fantasy novel was]
What I was doing. And I think maybe the reason that it didn't occur to me is that I'm not a
huge fan of fantasy" (qtd. in Grossman). Rowling is "[t]he most popular living fantasy
Writer in the world" and her books have made millions of dollars (Grossman), earning her

17
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a spot as the richest woman in Great Britain in the year 2000 (Whited 2). Significantly,
her works fit into the category of urban fantasy, not high fantasy, in contrast to most of
the works of the previously-discussed authors.
Criteria for a good fantasy novel

What are the qualities of a good fantasy novel? Fantasy authors ought to include

in their work the characteristics certain critics consider to be necessary to good fantasy
literature. According to some critics, a well-crafted work of fantasy should have these
three characteristics: a convincing world; a eucatastrophe; and a proper style.
A convincing world is one in which the reader can immerse him or herself and
even believe in, as it were. In a good fantasy, says J.R.R. Tolkien, an author creates "a
Secondary World"
which your mind can enter. Inside it, what he relates is "true": it accords with the
laws of that world. You therefore believe it, while you are, as it were, inside. The
moment disbelief arises, the spell is broken; the magic, or rather art, has failed.
You are then out in the Primary World again, looking at the little abortive
Secondary World from outside. (37)
A good work of fantasy must be set in a believable, working world with "the inner
consistency of reality" (48). As Tolkien says, ifthis secondary world falls short, the story
itself falls short (37). After such a slip-up by the author, "disbelief must be suspended (or
stifled) [by the reader], otherwise looking and listening would be intolerable" (37); it is a
"work of an art that has . .. failed" (37). In the nineteenth century, some years before
Tolkien, Scottish fantasy author George MacDonald expressed essentially the same
opinion. According to MacDonald, a fantasy work must remain consistent with the laws
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its author has created; otheiwise, it will not be believable and will not achieve its
purpose. He says,
[The author' s] world once invented, the highest law that comes next into play is
that there shall be harmony between the laws by which the new world has begun
to exist, and in the process of his creation, the inventor must hold by those laws.
The moment he forgets one of them, he makes the story, by its own postulates,
incredible. (65)
Tolkien writes, "It is found in practice that "the inner consistency of reality" is more
difficult to produce, the more unlike are the images and the rearrangements of primary
material to the actual arrangements of the Primary World" ( 48). In fact, it is simpler to
write other, more real-world types of fiction, to work with "more ' sober' material," as
Tolkien puts it (48). This much is clear: "To be able to live a moment in an imagined
world, we must see the laws of its existence obeyed" (MacDonald 65). If this is done, the
work of fantasy will be valuable and admirable. Tolkien remarks on the difficulty of the
act of writing such a book and the positive effect once it is completed:
To make a Secondary World inside which the green sun will be credible,
commanding Secondary Belief, will probably require labour and thought, and will
certainly demand a special skill, a kind of elvish craft .... But when they are
attempted and in any degree accomplished then we have a rare achievement of

Art: indeed narrative art, storymaking in its primary and most potent mode. (4849)
Although making a secondary world can be difficult, successfully creating one will make
a Work of fantasy worthwhile.
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Tolkien's second contri~ution
to the elements necessary in a fantasy work is
,·
perhaps less widely-held: he writes that a fantasy in its "highest" form will have a
eucatastrophe (eu- meaning "good" and catastrophe meaning, here, " the final action that
completes the unraveling of the plot" [Webster]), which he explains is the "joy of the
happy ending: or more correctly of the good catastrophe, the sudden joyous ' turn'"
(Tolkien 68). The eucatastrophe is not to be taken for granted but can "never to be
counted on to recur," and "does not deny the existence of dyscatastrophe, of sorrow and
failure" (Tolkien 68). But in fact, a eucatastrophe "denies (in the face of much evidence,
if you will) universal fmal defeat and in so far is evangelium, giving a fleeting glimpse of
Joy, Joy beyond the walls of the world, poignant as grief' (Tolkien 68). Expanding on
this, Tolkien explains that an excellent fantasy will have a eucatastrophe:
It is the mark of a good fairy-story, of he higher or more complete kind, that

however wild its events, however fantastic or terrible the adventures, it can give
to child or man that hears it, when the "turn" comes, a catch of the breath, a beat
and lifting of the heart, near to (or indeed accompanied by) tears, as keen as that
given by any form of literary art, and having a peculiar quality. (68-69)
Tolkien's concept of the eucatastrophe is reminiscent of the type of play called a
tragicomedy, "[a] play that employs a plot suitable to tragedy but ends happily, like a
comedy," such as Shakespeare's The Merchant of Venice or Cymbeline (Holman and
Hannon "Tragicomedy" 481). As in a work with a eucatastophe, in a tragicomedy, "[t]he
action seems to be leading to a tragic catastrophe until an unexpected turn in events, often

in the form of a deus ex machina, brings about the happy denouement" (Holman and
Hannon "Tragicomedy" 481). The similarity between the concepts is clear, though there
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are some differences. One obvious difference is that a tragicomedy is a type of play,
while Tolkien applied the eucatastophe to fantasy literature; also, a tragicomedy does not
have the special sense that Tolkien had in mind for a eucatastrophe: the "sudden joyous
•turn' "that offers "a fleeting glimpse of Joy," and "having a peculiar quality." Tolkien's
tenn eucatastrophe could be described as the term used for the climax of a tragicomedy
found in fantasy literature. Tolkien says that a eucatastrophe is difficult to write; a
fantasy story that "in any measure succeeds in this point has not wholly failed" (Tolkien
69). He places it as central to fantasy in its greatest f01m, and his thoughts are useful to
anyone who wants to consider what a well-written fantasy should contain.
Finally, a good fantasy story must be written in the proper style. Of course,
appropriate style is necessary for other types of literature as well, but, as fantasy author
Ursula Le Guin points out, "style" is critical in fantasy
because in fantasy there is nothing but the writer's vision of the world. There is no
borrowed reality of history, or current events .. . . There is only a construct built
in a void, with every joint and seam and nail exposed. To create what Tolkien
calls a "secondary universe" is to make a new world .... And every word counts.
(154)
While reading non-fantasy books, a reader will often be able to mentally place the time
and place the novel is set in and fill in background details accordingly (Le Guin). For
instance, for many people it is relatively simple to envision the background of a novel set

in the Old West or perhaps a modem one set in an American high school. Readers have a
stock, however vague, of images and impressions for even unfamiliar settings, like the
SUrface of the moon or a village in Mrica. But, as Le Guin points out, in a fantasy novel,

'.
~

.. :.
~

21

~ .(~~~--·

the author has entirely fabricated the setting. The reader needs more help getting a feel
for the story. In bad fantasy writing, she says, "the sensory cues- which are extremely
important in imaginative writing- are vague and generalized; the rocks, the wind, the
trees are not there, are not felt; the scenery is cardboard, or plastic" (153). A fantasy
author must create an ambiance in his or her novel. One way to do this is through
dialogue. Le Guin discusses the importance of dialogue in a fantasy novel, pointing out
that "style in a novel is often particularly visible in dialogue" (14 7). After all, "greatness
of soul shows when a man speaks," at least in fantasy novels, "which, instead of imitating
the perceived confusion and complexity of existences, [try] to hint at an order and clarity
underlying existence" (148). She holds up as examples passages from the books of the
fantasists she correctly terms "master stylists," Kenneth Morris, E.R. Eddison and J.R.R.
Tolkien (148). As professors Tymn, Zahorski, and Boyer say, "[p]oor style is the surest
giveaway of a second-rate fantasy, just as an effective style is the first indicator of
authentic fantasy" (12). It is very important that an author improve his or her style with
image-giving language and proper character dialogue, as Le Guin advises.
It is difficult to write a good work of fantasy, as it is difficult to write well in any

field ofliterature. However, the fantasy field presents its own challenges to the would-be
author. As Tolkien says, fantasy literature "is difficult to achieve" (48). If a writer
follows the guidelines given above, however, he or she is more likely to write a
Worthwhile work of fantasy.

Why fantasy is a valuable form of literature
In the mid-twentieth century, some people thought fantasy literature was only for

Children, not adults, an outlook that had developed in the nineteenth century. As Oxford
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English professor and fantasy a~~hor C.S. Lewis put it in the 1950s, " ... a man who
admits that dwarfs and giants and talking beasts and witches are still dear to him in his
fifty-third year is now less likely to be praised for his perennial youth than scorned and
pitied for arrested development" ("On Three Ways" 25).
Throughout the later twentieth century and in the twenty-first century, that
outlook changed somewhat. J.R.R. Tolkien's contribution of his The Lord of the Rings
trilogy in the 1950s "made fantasy 'respectable'" (Swinfen 1). As literary critic Ann
Swinfen points out,
Since the publication of The Lord of the Rings it has been possible for British and
American writers with a serious purpose to employ once again the genre of
marvellous writing, as they had not been able to do since the growth and
dominance of the realist novel. (1)
Tolkien's arguments for the value of fantasy also may have contributed to new methods
ofthinking about the genre. For instance, in his important essay "On Fairy-Stories,"
Tolkien rightly points out, "If fairy-story as a kind is worth reading at all it is worthy to

be written for and read by adults" (45). He says that children are, after all, small humans,
and should not be viewed as "a special kind of creature, almost a different race" (34). He
says that generalizations should not be made that all children love fairy tales but that
instead children should be appreciated as individuals with individual bents: some children
especially like fairy tales and some do not, just as some adults especially likes fairy tales
and some do not (40; 34). His belief that fantasy could be read and enjoyed by all ages

seems to have borne fruit, as fantasy literature is very popular today among certain adult
readers. Additionally, there is literary criticism of fantasy and at least one scholarly
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journal dedicated to the subject - Extrapolation: A Journal of Science Fiction and

Fantasy, a publication of the Kent State University Press ("Extrapolation").
Although fantasy literature is no longer viewed as juvenile, the genre faces a few
more struggles on its road to wide acceptance. For one, people who read certain types of
fantasy (such as heroic fantasy) are liable to be labeled as unsophisticated and socially
inept. As Sam Jordison remarks in a post on the Guardian' s book blog titled "Let' s Stop
Sneering at Fantasy Readers," fantasy is considered "the creation of the baby-boomers, of

writers who read Tolkien in the 1960s and never quite came back from Middle-Earth."
Fantasy readers are made fun of for being "nerdy," and he remarks that "[t]here are
probably good reasons for pillorying fantasy as the genre of eternal greasy adolescence."
The genre partially deserves the criticism: for one, some fantasy novels are simply
not up to par. Some may be badly written but are still read by fantasy enthusiasts because
they love fantasy. The state of the fantasy field today could perhaps be compared to the
development of the novel - flighty Gothic romances grew up alongside great classics

such as Jane Austen's novels. There are many well-written, meaningful fantasy books,
but like novels long ago, the good ones must be discovered through a process of trial and
error. Author Terri Windling remarks that "serious literary endeavors and light adventure
novels for teenage boys .. . sit side by side upon the fantasy shelves, often with identical
dragons and swordsmen leering from the covers . .. . [O]ne must come equipped with
reviews and recommendations in order to wade through the deluge of titles published

every year" (qtd. in MacRae 10).
Fantasy literature is also subject to several other charges, such as being
However, this accusation is undeserved. As fantasy author Lloyd Alexander
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points out with gentle humor, f~tasy cannot "prevent cavities, reduce overweight [sic],
or guarantee all of us brilliant careers in real estate" anymore than "honor can set a leg"
(vii). His point is that fantasy literature conveys intangible benefits: It has a "power to
refresh, to give new perspectives, to fill us . . . with "awe and wonder"; and certainly to
delight and entertain us ... " (ix). In fact, "deprived of the created or re-created dream we
call fantasy, we can also suffer an acute kind of psychic malnutrition .... we are less
than what we might be" (viii). Fantasy provides nourishment for the soul. The effect the
lack of fantasy has on some can be illustrated by one extreme case recounted by C.S.
Lewis. He writes oftalking with a woman, who happened to be a psychologist, and
having her tell him of a "dreariness which seemed to be creeping over her life, the drying
up in her of the power to feel pleasure, the aridity of her mental landscape" ("On Science
Fiction" 71). He recounts the innocent question he asked her: "Have you any taste for
fantasies and fairy tales?" (71). In reaction, "her muscles tightened, her hands clenched
themselves, her eyes started as if with horror, and her voice changed, as she hissed out, ' I

loathe them' " ("On Science Fiction" 71-72). Lewis says that this reaction was rather
extreme, but that he had observed this severe "dislike" for fantasy in other places (71 ).
However, he notes, people who like fantasy--or the "mythopoeic"-love the genre as
much as this woman hated it (72). These observations, he says, "should at least dispose of
the theory that [fantasy] is something trivial" (72); whether a good or a bad fact of life, he
says, fantasy affects humans profoundly (72).

In addition to being nourishing for the human spirit and enjoyable, fantasy has
other benefits. One ofthese benefits, as propounded by J.R.R. Tolkien, is escape. Escape
may seem not like a benefit but a flaw; however, Tolkien said that escape was not a
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negative act (60). He asks, "[w]hy should a man be scorned if, fmding himself in prison,
be tries to get out and go home? Or if, when he cannot do so, he thinks and talks about
other topics than jailers and prison-walls?" (60). If one' s environment is forbidding or
harmful, it is only natural to attempt to escape, or to at least dream of life outside the
prison walls. Tolkien disliked aspects of modem life and was lashing defensively against
the critics of his day who wanted writers to write about modem developments. These
modem developments included things such as, in Tolkien's words, "electric street lamps
of mass-produced pattern," "mass-production robot factories," and "self-obstructive
mechanical traffic," which Tolkien would term "barbarity" (61-62). "How real, how
startlingly alive," says Tolkien, "is a factory chimney compared with an elm-tree: poor
obsolete thing, insubstantial dream of an escapist!" (62). Fantasy literature provides a
useful escape from the insanity of modem life. It is "possible for a rational man," Tolkien
points out, "after reflection (quite unconnected with fairy-story or romance) to arrive at
the condemnation . .. of progressive things like factories, or the machine-guns and bombs
which appear to be their most natural and inevitable .. . products" (63). While some
people would see the escapism of fantasy literature as a negative aspect, this facet of the

genre is actually beneficial.

In recent times, fantasy literature, although not accepted in all circles, has at least
become generally popular. Fantasy author Ursula Le Guin describes the advance of
fantasy literature:
If in the 1890s fantasy appeared to be a kind of literary fungus-growth, if

in the 1920s it was still perceived as secondary, if in the 1980s it has been
degraded by commercial exploitation, it may well seem quite safe and
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proper to the critics to ignore it. And yet I think that our narrative fiction
has been going slowly and vaguely and massively, not in the wash and
slap of fad and fashion but as a deep current, for years, in one direction,
and that direction is the way of fantasy. (12)
There are large sections in bookstores dedicated to science fiction and fantasy. Although
not all of the titles there may be high-quality (unfortunately, as mentioned previously, the
genre has its share of bad authors and silly plots), the multitude of fantasy books at least
indicates the genre's popularity. The recent runaway success of fantasy books such as
J.K. Rowling's Harry Potter series and Stephenie Meyer's Twilight series also suggests
the appeal fantasy literature has for today's audience, and seconds the opinion expressed

by Le Guin above: fantasy is growing more and more popular every year.
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How to publish a fantasy novel.
Fantasy literature' s great popularity indicates the second point of discussion: in
addition to readers, there are many aspiring fantasy authors who dream of someday
publishing their books. It can be difficult, however, for them to understand how to get
published; the rules of publishing can be tricky. This section summarizes the steps an
aspiring fantasy author might take as he or she attempts to navigate the publishing waters
for the first time. The steps include: completing a book; finding a publisher or an agent;
submitting a query letter; waiting for a response; and finalizing the published book.

Step One: Complete a book
First of all, a writer must write a book; and secondly, he or she must decide to
stop working on it (Card 104-1 05). This may seem obvious, but some authors talk about
writing and never get around to the hard work of putting pen to paper, or, if they do write
their book, are tempted to rework their writing over and over again (Card 104-1 05).
According to author Orson Scott Card, a book should be written and should be revised,
but after that it should be left alone (1 04-1 05). As he points out, "the more you fiddle
with your story, rewriting this paragraph or that one, the more likely you are to make it

worse" (105, emphasis original). This is due to the fact that "[t]here are things you
instinctively do when the story is in its first rush out of your head that are truer and better
than anything you'll come up with as you second-guess, revise, [and] intellectualize"
(105). The book should be finished before submission (2010 79) (although editors will
make changes later), since according to the longstanding reference book 2010 Writer 's

Market, "[m]any fiction editors won 't decide on a submission until they have seen the
complete manuscript" (8).
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Step Two: Find a publisher or ~.n' agent
Once a writer has written his or her book, he or she is ready to choose to submit a
query letter either to a publisher or to an agent who will lobby the publisher in their stead.
While a publisher directly buys a book from a writer and then publishes it, an agent takes
the writer on as a client and tries to sell his or her book. An agent assists him or her in
remaking the submission package and then sends it out to publishers, making sure that
the publisher upholds contracts (Atchity et al. 63). In a nutshell, an agent "handles [the
writer's] business affairs so that [he or she is] free to write"(Atchity et al. 63).
However, it is difficult for a never-published writer to grab the attention of either
a big publisher or an agent (Atchity et al.). An individual who mails a query letter to a
publisher on his or her own, without an agent, faces a high wall: their work will usually
(though not always) "get added to the ' slush pile' to be read when the editor gets around
to it - which may be never" (Atchity et al. 50). If the same individual tried to get an
agent, it might be just as difficult, since agents commonly will not choose to represent
new authors; they "know that it's much easier to 'sell' a published author" (Atchity et al.

65).
The situation for new authors is not hopeless, however. For one, according to
literary agent Jeff Herman, editor of the popular Jeff Herman's Guide to Book Publishers,
Editors, & Literary Agents, now in its twentieth edition, the "rumor that it's more

difficult to get an agent than it is to get published -

or that no agent will even consider

Your work until you have a publisher" does not accurately reflect reality; in fact, the
rumor is "often more false than true, especially if you develop creative ways to
circumvent [it]" (2008 709). According to Herman, "[i]t's significantly easier to get an
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agent than it is to get a publisher," since agents want to find new authors (2008 71 0). In
addition to some agents, smaller publishers are more willing than sizeable publishing
houses to take a first-time author's work (Atchity et al. 55). Smaller publishers are "risktakers ... that give unknown authors the chance to pursue their visions" (Atchity et al.
55). Finally, helpful for writers of fantasy is the fact that fantasy literature, being "a
popular genre," is published by numerous publishing houses of all sizes (Atchity et al.
19). With so many houses publishing fantasy, the odds of getting published are more
favorable.
If a fantasy writer chooses to first submit to a publisher, he or she first needs to
find a publisher which publishes fantasy (Atchity et al. 77), since, of course, not all
publishers do. Out of the approximately four hundred fiction publishers (Atchity et al.
77), only a certain number accept fantasy submissions. Using a resource such as the latest
version of Writer's Market or Jeff Herman's Guide to Book Publishers, Editors, &
Literary Agents (both found in library reference sections), one can find those publishers
by looking up "fantasy" in the index. Additionally, the writer will need to check Writer's
Market to fmd out whether or not the publisher accepts the work of new authors or
queries that do not come in through an agent. In preparation for writing a query letter, the
writer should photocopy or write down the addresses of the publishing houses, any
provided telephone numbers, and, very importantly, the name(s) of the editor(s). Since
numerous editors are sometimes listed in these references books, authors Franklynn
Peterson and Judi Kesselman-Turkel recommend selecting the name of an associate
editor instead of a higher-up editor-in-chief or executive editor, since associate editors,
though less influential than their superiors, are also less focused on established writers
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and are "hungry to discover new talent in the day 's in-box" (37). They also recommend

looking in the large publishing-industry reference Literary Marketplace for more editors
than Writer 's Market may have listed, and double-checking through an Internet search
the names and addresses gleaned from these references (37-38). Additionally, it should be
mentioned that although a writer can choose to submit to a big publishing house without

an agent, he or she will probably not receive a response. For that reason, while one is
looking at the list of publishers in one of these references, it is wise to look at smaller
publishing houses, since they are more receptive to un-agented manuscripts (Atchity et al.

64).
If a writer would like to submit first to an agent instead of a publisher, he or she
should use the same resources, the Writer 's Market or Jeff Herman's Guide to Book
Publishers, Editors, & Literary Agents, or the Guide to Literary Agents, published by the
same company as the Writer's Market, to find a listing of agents who might publish
fantasy. In these resources, some agents specifically say they do not take fantasy writing;
others specifically say they do. A writer should write down the names, addresses and
emails of the appropriate agents, and any other pertinent information. Jeff Herman's

Guide is particularly helpful for gaining an idea of what an agent is like, since each entry
features an interview of the agent with education, hobbies and interests, pertinent
questions (such as "What's your definition of a great client?") along with the perfunctory
addresses and telephone numbers. In addition to searching through these reference books,
a good way to fmd agents is by networking at writer's conferences or in writing
organizations; an online example of such an organization is Writer's Net, or
WWw.writers.net (Peterson and Kesselman-Turkel 29). At these conferences or in these
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aroups, writers can ask other writers who their agents are (Peterson and KesselmanTurkel29) and possibly get referrals from their fellow writers (Herman, 2008 717;

Atcbity et al. 67).
Step Three: Submit a query letter
Once a fantasy writer has found possible publishers or agents, his or her goal is
then to hook the publisher or the agent with an interesting query letter, a synopsis of the
book, and a few chapters of the book (Card 110; Herman and Herman 722; Peterson and
Kesselman-Turkel 50). Sometimes publishers request in their writer's guidelines that
writers send only query letters or only certain other items (Atchity et al. 108). It is
important to go exactly by these guidelines; however, most agents and publishers ask for
a query letter, synopsis, and the first chapters ofthe book (Atchity et al. 108).
The query letter is perhaps the most important of the three, since, according to

Writer's Market, the query letter often "determines whether an editor or agent will even
read your manuscript" (201 0 14). This one-page letter should be thought of as a " 'pitch'
or 'sales' letter," since in the end "that's what it is" (Herman and Herman 725). Its
purpose is to make a publisher or agent ask for a writer's complete book (2010 14) in
order to consider it further. The query letter should be specifically-addressed to an editor,
since, as Jeff Herman points out, " [i]fyou submit to nobody, it will go to nobody" (2008
712). In fact, such a letter would probably end up in the slush pile (Peterson and
Kesselman-Turkel37). It should be printed on premium "stationary," since "[w]hen
making a first impression, the subliminal impact of aesthetics cannot be overestimated"
(Hennan and Herman 725); the font should be an ordinary font in a regular size, such as
Times New Roman in twelve-point font (2010 15). The writer should include necessary
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information such as his or her name, address, phone number, and email (201 0 5), just like

in any other business letter. The beginning of the query letter should catch the publisher's
or agent's attention, since it "may never be read beyond the lead"; a possible attentiongrabber could be "an anecdote, a statement of facts, a question, [or] a comparison"
(Herman and Herman 723). In the query letter, a writer should inform the publisher or
agent of any former publishing successes or relevant life experiences (Auclair 22). A
writer should also include in the query letter an idea of the book's target audience
(Atchity et al. 8). At the end of the query letter, a writer should "ask for the sale" with
words like "I look forward to your speedy response" (Herman and Herman 724), and
make sure to "[t]hank the editor for considering [his or her] query" (201 0 15). A writer
does not learn to write a query letter overnight; it is helpful to look at examples of query
letters, which can be found in Writer 's Market and How to Publish Your Novel, among
other resources.
Publishers and agents also request a book synopsis. The synopsis "communicates
what the book is about" (20 10 8) and should be "complete and detailed" (Peterson and
Kesselman-Turkel44). It can range from one to five pages (Herman and Herman 722)
(or, according to another source, twenty-five pages [Peterson and Kesselman-Turkel44])
IDd "should cover all the essential points of the novel from beginning to end and in the
COrrect order," such as "main characters, main plot points, and, yes, the ending" (2010 9).

An example of a synopsis, modeled on the synopsis example from Ken Atchity and
lllociates' book How to Publish Your Novel, can be found in Chapter Five.
Since editors like to have the actual writing in their hands as they make their
on a writer's query, they often request sample chapters (2010 8). Sample
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chapters, of course, are the beginning df the writer' s book. A writer generally sends the

"first three" chapters (2010 8), or somewhere between fifty to one hundred pages of
entire chapters (Peterson and Kesselman-Turkel 50).
Once a writer has his or her submission package, he or she should take care of a
few final packaging details. Along with the query letter, synopsis, and sample chapters, a
writer should send an already-addressed envelope with sufficient postage (201 0 5) so that
an editor can conveniently mail back a rejection or acceptance letter (Herman, 2008 709).
A writer should also send the many pages in some easy-to-manage manner; numerous
publishers like getting the manuscript "unbound in a sturdy box so pages can be set aside
during reading"; a writer can also use a stationary store' s binding (Peterson and
Kesselman-Turkel 50).
Once the submission package is ready, a writer should make many of them and

send them to many publishers at once (Card 110; Herman, 2008 714), since the
publishers may take a while to reply (Herman, 2008 714). There is a dispute about
whether or not a writer should send the submission package to multiple publishers at

once, since a publisher that finds out that the book has been sent to many publishers may
lefuse the book; however, according to authors Franklynn Peterson and Judi KesselmanTurkel, it is unlikely that a publisher will refuse a book that will produce a profit (39).
JeffHerman also mentions that it is acceptable for a writer to send the submission
PICkage to many agents at one time, as long as the writer informs the agent that the
liabmission is a simultaneous submission (Herman, 2008 719). On the other hand,

's Market recommends that a writer not send the query letter to many agents at one

if this is done, a writer may not be able to interest these same agents later on with
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an improved version of the query letter to (in the case that it becomes evident that the
query letter needs improving) (2010 30).

Step Four: Await the publisher's or agent's response
Once a writer has sent out his or her submission package, the next step is to await
a reply. The writer should wait for the amount of time the publisher or agent has
specified in their guidelines or elsewhere, such as in Writer 's Market (2010 15). Ifthe
writer has not heard back by then from the publisher or agent, he or she should email to
courteously ask whether the query was received and whether the publisher or agent has
decided to consider the full book, making sure to state when the query was mailed and
what it was for (2010 15).
Sometimes a writer will receive a rejection letter from the publisher or agent
within the time period specified. In fact, Writer 's Market recommends that writers
"[p]repare for rejection" after they send out their query letter (201 0 7). They explain that
"[r]ejection is a way of life in the publishing world. It's inevitable in a business that deals
with such an overwhelming number of applicants for such a limited number of positions"
(2010 7). They point out that such popular authors as Stephen King, John Grisham, Nora
Roberts, and J.K. Rowling "all had to start at the beginning" (2010 6), just like any other
first-time author awaiting a publisher's or agent's reply, and they recommend
perseverance to a would-be author (2010 6). Clearly, " [w]riters who let rejection stop
them do not get published" (201 0 7). If a writer is rejected by all the publishers or agents
he or she queries, he or she might reconsider and rework the query or eventually "move
on" to other story concepts (Herman, 2008 842).
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However, more rarely, the publisher or agent will be interested and will inform
the writer that he or she would like to see the entire text of the book (Atchity et al. 50). At
this point, the writer should send the entire manuscript to the publisher or agent. If
multiple publishers or agents ask for the manuscript, the writer should make sure that the
publishers or agents are aware that the manuscript is also being looked at by other
publishers or agents (Herman, 2008 714). Sometimes a publisher will ask to be the only
one to look at the manuscript; if this is the case, a writer should allow the publisher about
four weeks (Herman, 2008 714). If the manuscript is sold to a publisher or accepted by an
agent, a writer should inform the rival publishers or agents that the manuscript is no
longer on the market (Herman, 2008 714).
In the case that a publisher buys the book, the happy writer will have met his or
her goal. He or she should now help fmalize the book, as discussed below in step six. The
writer might now choose to obtain a literary agent to help him or her negotiate contracts
and legal matters (Card 113), although this is not strictly necessary Gust helpful).
In the case that an agent accepts the book, the writer will want to consider all
angles of the agent before accepting the agent. As Jeff Herman puts it, a writer should
"[d]o some checking," meeting face-to-face with the agent, if feasible, making sure the
agent is "enthusiastic about [the writer and his or her] work," and reading the particular
agent's "standard contract" (2008 719). In fact, a writer should "engage an agent as
carefully as [he or she] would a spouse" and refrain from long-standing contracts "until
[he or she is] sure [the] literary marriage has a good chance of working out," generally
after this first novel is sold (Peterson and Kesselman-Turkel 29). Once a writer accepts a
specific agent, the writer should be aware that fifteen percent of the "proceeds from the

.
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sale of a book to a U.S. publisher" will go to the agent, along with percentages of any
other profit the agent may help the writer receive, such as the profit from "magazine
sales" or "movie rights" (Peterson and Kesselman-Turkel 30-31 ). Although a writer must

part with fifteen percent of the royalties if he or she wants an agent, an agent may be
worth the money since he or she helps the writer gain access to a publishing house. After
all, "almost any agent" can "bypass the slush pile at publishing houses," unlike most
unknown authors, since "mail from literary agents always gets to the desk of the editor
it's addressed to" (Peterson and Kesselman-Turkel, 33). Additionally, if a publisher is

familiar with an agent's status as an agent who "represents competent authors," the
publisher may look kindly on a first-time writer's work if it is submitted by this respected
agent (Peterson and Kesselman-Turkel33).

Step Five: Finalize the published book
Once a writer' s book is accepted for publication, a writer should help finalize the
project. He or she should both make sure the book is properly marketed and make sure he
or she likes the book' s cover and title.
Book marketing may be a second-thought to most would-be authors, but it is
important to the overall success of the book. Modem writers "have to be willing to
publicize their own books" (Atchity et al. 83); what this looks like will vary from house
to house. Some publishing houses market their books more aggressively than others. But
most books "receive little or no marketing attention from the publisher beyond catalog
listings" (Herman, 2008 784). Prior to submitting a proposal to a publisher, a writer will
Want to fmd the answers to certain questions about a publisher, such as "What kind of

marketing and sales program does the company have?" and "How heavily does the
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company rely on its authors to generate their own publicity?" (Atchity et al. 83).
Examples of methods an author may be asked to or may choose to use for promoting a
book are "media tours, book signings, [or] guest spots on radio or television programs"

(Atchity et al. 83). If a writer must provide his or her own publicity, he or she might want
to obtain copies of his or her book and send them out for review to appropriate

magazines, newspapers, and Web sites, giving these media sufficient advance time
(magazines, for instance, should be approached at least six months before the book is
released) (Deborah Herman 853). A writer could also do a book reading in a bookstore
(Deborah Herman 853). Given that few newly-published books actually repay the
publisher's advances, and that not many remain in print after about a year and a half

(Atchity et al. 51), a writer is wise to try to market his or her book and give it a little extra

In addition to marketing his or her book, a writer should make sure he or she likes

the book's cover and title. After the publisher has the flnished version of the manuscript,

·the writer should inform them that he or she would like to know about each cover and
title that the publisher is considering (Herman, 2008 785). Although the publisher will
118Ually make the ultimate decisions regarding a book' s cover and title, the writer can still
participate in the cover-making process (Herman, 2008 785). If a writer does not like the
that the publisher proposes, he or she can say so and even recommend an alternate
of the cover designed by a third party (Herman, 2008 785). A writer should make
effort to get a likeable cover on his or her book.
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"Nobody is born published"
The publishing process can be challenging to the first-time fantasy writer.
However, a never-published writer who is intimidated by the apparently insurmountable
wall of publishers and agents should be encouraged by the fact that all published writers
were at one time unpublished (Herman, 2008 709). "Nobody is hom published," says Jeff
Hennan; everyone had to start somewhere (709). He reminds the would-be author that
"[t]housands of new books are published each year, and thousands of people are needed

to write them. You can be one of them" (2008, 709). A discouraged writer should also
remember why he or she chose to be a writer in the first place: as author Orson Scott
Card puts it, "The best storytellers are the ones who write, not to get rich and famous, but
because they love good stories and long to share them with other people" (137). A writer
will do well to remember his or her original motivation for publishing.

Ot
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My own story
The publishing field has its own interest for me; I want to be a published author
someday and will have to face the imposing process of getting my work accepted by a
publishing house. While writing this thesis on fantasy literature, I was simultaneously
writing the first two chapters of a fantasy novel, of which the working title is currently

Twin Swords. I first came up with the idea for this book about five or six years ago when
I was still in high school. I believe it started with a picture in my head, or a concept, of
two young men fighting with swords, each the mirror image of the other. Who were they,
I wondered, and how did they come to be enemies? I began formulating an explanation of
why exactly they were fighting each other and fleshing out the world that these two must
belong in, soon filling a notebook with very badly-drawn pencil sketches of my new
heroes and villains. Over the following years, I intermittently wrote draft after draft of the
story, generally changing it considerably each time, struggling for the right way to
express the story.
When the time came for me to write this Honors thesis, after some deliberation, I
decided that I wanted to really try to write this book. I knew that since I wanted to be a
published author someday, being compelled to write this book for my thesis would be a
good way to get the work done. So, with the help of my director and committee members,
I began work on the project, finishing new versions of the first two chapters and, for the
first time in some years, a complete outline of the plot. After this thesis has been
completed and turned in, I plan to continue work on the story. Working on this project,
and having not only my own expectations to meet but the expectations of my director and
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committee, has helped motivate me to get this work done. Now that I have finished these
two chapters and outline, I am that much closer to someday publishing this book.

Discussion of the plot
There are two facets of the plot that I noticed during writing this thesis and would
like to touch on here. These points are that the book has a theme of acceptance and that
there is a turning point, or eucatastrophe, to use Tolkien's term.
The story focuses on a girl named Ardene! and her drive to find a cure both for
the curse she bears and for her inner brokenness, a brokenness caused by constant
rejection from those who fear and hate her curse. I see this theme of acceptance as one of
the most important parts of this work. Most young people, if not all people everywhere,
struggle with some form of rejection; some people experience more than others. Some
people are bullied in high school; others feel self-conscious about how they look. Still
others might be rejected by a girlfriend or boyfriend. Some people have even felt the
extreme rejection of absent or uncaring parents. Suffice it to say that the majority of
people thirst for acceptance. They can sympathize with the main character and live
vicariously through her struggles, rejoicing when she comes out victorious in the end,
and, perhaps, come out of the book feeling more hopeful. As all lovers of books know, a
book can be a powerful way to communicate on the deepest levels. I hope that my book
can communicate hope to anyone struggling with acceptance.
My story has a eucatastrophe as well, a point at which everything seems lost, but
then, the tide turns. Ardene! has been kidnapped by the enemy leader, Enor, in order to be
used as leverage against her friends, but soon she is found to no longer have value as a
hostage. Enor decides to let her die and removes a jewel that ArdeneI wears around her

,,

.. .. ..•.'

43

_, · .(}·,;.

~

neCk,

....

her only protection against the curse. The curse is a curse of death, and it slowly

begins to kill her. The eucatatstrophe occurs when, against all odds, her friend Brev and
his comrades break into the castle and rescue her, placing a new jewel on her and
stopping the curse of death from consuming her. I have envisioned this scene many times,
and hope that, in Tolkien's words, it will be able to "give to child or man that hears it,
when the 'turn' comes, a catch of the breath, a beat and lifting of the heart, near to (or
indeed accompanied by) tears" (69). It will take much practice and effort on my part to
write this scene as well as I would like.

How my own work fits into the fantasy genre
My book, when completed, will be an example of high fantasy. Like other works
of high fantasy, my book includes a quest- Ardenel's search for a cure to her curse- and
magical objects- both the jewel she wears around her neck to protect herself from the
curse and, of course, the twin swords themselves, swords stronger than any other, made
out of a falling star. Also like other works of high fantasy, the book is set in an alternate
world with its own geography and history and includes archetypes of the hero (a young
claimant to the throne named Brev) and of the outcast (Ardenel herself).
In its own way, and like many other modern fantasy books, this book follows the
tradition of J.R.R. Tolkien's Lord of the Rings. Tolkien spent a great deal oftime creating
a complete world for his characters to act in, with original place names, languages,
geography, and even mythology, much as I have tried to create my own countries and
language in this work. His concept of creating an entire world for a story led me to try to
create my own.
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To a lesser degree, this book also follows the tradition of the books of fantasy

author Robin McKinley. Her books include Beauty, Rose Daughter, The Blue Sword, and
The Hero and the Crown, for which she won a Newberry Medal. These works are all

examples of high fantasy, and all of them focus on young female heroines, as does my
story. Although I believe I had begun writing my story before I had even heard of
McKinley, I think her books provided me with an example of how a young girl
protagonist might act in a fantasy world. These female protagonists are the main focuses
ofMcK.inley's works, unlike Tolkien's works, where the characters, though very
important, are not the main focus, as one of my sources pointed out; the characters'
personal lives and thoughts are not much explored. This is fitting, since the focus of
Tolkien's book is the fate of Middle Earth and universal themes such as good and evil.
Since I did not want to take such an epic approach, my book, like McKinley's, focuses on
one female protagonist. Additionally, her heroines almost invariably love horses or
animals; in one segment of my story, Ardenel admires the horses of the strange miers that
come to her family's door, mirroring a section of The Blue Sword where the main
character admires the beautiful horses of the strange Outlanders, who she is destined to
join. McKinley's influence on my books has not been as great as Tolkien's, but it has
been significant.
Other conscious and unconscious influences on this work have been non-literary;
examples, some more influential than others, include the movie version of The Lord of
the Rings; the Star Wars trilogy; and acclaimed Japanese filmmaker Hayao Miyazaki's
Princess Mononoke, from which I unconsciously took the idea of a visible curse of death

that spread all over the bearer's body.
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A description of my writing process
Sometimes as I sat down to write this story, I would read through my previous
drafts of the story to try to jumpstart my creativity. As time went on, I developed the
strategy of playing music, like The Lord of the Rings soundtrack or other songs, in the
background as I prepared the back-story. The music helped to set the mood for the story
and drown out the modem world of cars, billboards, fast food, and craziness outside. I am
very visual, so I found that drawing my characters or looking at Internet photos of swords
or medieval houses helped me to understand what the world of my story should look like.
I think that if the author does not have an idea of what the environment of the story is, the
reader will be very confused and feel as if he or she is floating in empty space, as Le
Guin says. In order to get the "sensory cues" right (Le Guin 153), I needed to look at
pictures that inspire me to dream up what my fantasy world looks like. For instance, I
found a British museum website where pictures of beautiful, still-standing medieval
houses were displayed. Looking at these houses and the explanations the museum gave
helped me understand what medieval houses would have looked like and who would
have lived in them.
I read parts of several books in my effort to write better. Since the setting of my
story is medieval-like, I read books about daily life in medieval times, such as books
from Kathryn Hinds' Life in the Middle Ages series. In order to gain a better idea of what
claimants the throne normally do in their efforts to take over kingdoms (an idea which,
clearly, I had little practical experience with!), I read through parts of a book called The

Perfect Prince, which told about the exploits of a fifteenth-century pretender to the
English throne, Perkin Warbeck. Fantasy author Robin McKinley suggests that aspiring
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authors not only write but read in order to improve, so I tried to read more fiction in order
to gain a better narrative voice and to get a sense of a novel's proper structure. Of course,
1

have been reading all my life, but because of school and other factors, I have not read as

manY books these past few years as I used to. As I worked on this thesis, I snatched time
almost every week to read bits of McKinley's book Chalice. In the future, I hope to read
more so I can improve my writing.
Early on in my writing process, my director referred me to Orson Scott Card's
guide How to Write Science Fiction and Fantasy. This reference was helpful in many
ways. Among the suggestions I found most helpful was that you should develop your
fantasy setting in order to write your story. Speaking of his own writing, Card says," ... I
didn't have even the seed of a good science fiction story until after I had a clear idea of
the world in which the story would take place" (28). He suggests that you let a story
"ripen" by writing an initial version or by playing around with "outlines and sketches,
maps and histories, jotted scenes and scraps of dialogue" (Card 33). I had plenty of
outlines, maps, and histories, and made plenty more as I worked out the story. He notes
that " ... all the stories I was still proud of six months after writing them have come from
ideas that ripened for many months - usually years - between the time I first thought of
them and the time they were ready to put into a story" (33). My story has definitely been
"ripening" a long time; it has been about five or six years since I came up with the
concept. However, there are still important ways it could ripen more as I continue
working on it: the characters can be fleshed out, the style of living in the land of Itren can
be expanded on, and the landscapes can be described in more detail. I learned that in
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fantasY writing this extensiye, detailed planning allows an author to make the
environment of his or her story more convincing: as Card says,
... in your stories, you must imagine all these things, not just because it will make
the world of your story more complete, but also because the very completeness of
the world will transform your story and make it more truthful. As your characters
move through a more complex world, they will have to respond with greater
subtlety and flexibility; the constant surprises they run into will also surprise the
reader- and you! (36)
Card's ideas second those ofLe Guin, who says that, since the only authority the reader
has to go on is the writer, a story should have a full environment (Le Guin 154). Even if
your invented history never appears in the actual narrative, "you know it," and the
characters in your story "are no longer strangers to you, no longer puppets to make go
through the actions you want them to perform. They've come alive, they have souls- and
your story will be richer and more truthful because of it" (Card 53).
Card's advice was also helpful to me in a few smaller ways. He suggests that you
rarely use your "invented" fantasy-language words, pointing out that "[i]nvented
languages are a lot more fun to make up than they are to wade through in a story" (Card
56). Although I had always tried to make my place and character names readily
pronounceable, I had occasionally inserted more invented words than was perhaps good
for my story, sometimes in the past causing comment from my beta readers. As I revised
parts of my story, I decided to write as if the character's dialogue had been translated
from its original language, and, as is usual for translations, with most of the foreign
words changed to English words. I only kept those words that were proper names (such
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Ardenel's hometown of Hinn) or that expressed a concept that did not exist in English

(such as mier, which refers to a mounted horseman that I could not call a knight without
evqking images of plate armor). Card also recommends that there be no prologue or
explanation of the world situation in which the main character finds him or herself, citing
Tolkien as an example to follow (82). In most fantasy works, there is an extensive world
and back-story to explain, and I had struggled with how to let the reader know what was
happening in my own; but Card cautions that the reader must first "care about the people
involved in saving [the world]" before the narrator tries to describe the "world situation"
(Card 83). I attempted to follow his advice and let "the viewpoint character, not the
narrator" be the reader's "guide into the world situation" (Card 83). Since Card suggests
that there be no prologue, I cut out my explanatory prologue, as much as I actually liked
it, since it did not include the viewpoint character. I felt that it would be better to put it
elsewhere, perhaps later on in the story.
As I wrote, I also tried to follow Le Guin's advice about style as it relates to
dialogue. I tried to make my characters talk less like Americans. I wanted their "greatness
of soul" to show as they spoke (Le Guin 148), and I wanted to evoke a setting far
removed from everyday American existence. I tried to have the characters talk not in
archaisms (which Le Guin warns against) but in simple, rather old-fashioned English, as

if my character's conversations had been translated into English during the nineteenth
century. I kept in the back of my mind the example ofTolkien, among others, whom Le
Guin held up as a model. I admire his beautiful and old prose very much. If I can succeed
in imitation of him to any degree, I will be very happy.
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In addition to reading various
helpful I5ool<.s, Card's advice, and Le Guin's
>

suggestions, I was helped by many rough-draft readers. Two of my readers were my
brother and sister. They each read through my writing and obligingly pointed out what
was wrong with it. My thesis committee also spent much time reading through the
writing and provided valuable suggestions that helped me improve the work.
Concluding thoughts

While conducting preliminary research for this project, I read an Honors thesis in
which the author quoted Thomas Mann's statement: "A writer is a person for whom
writing is more difficult than it is for other people" (Mann 214). I was skeptical of this
quote then; writers are those who enjoy writing, I said to myself, and good writers will
not necessarily find it difficult. But now I think the quote has some truth to it. Perhaps
writing is not more difficult for writers than for other people; hopefully a writer is better
at writing than the average person (if not, he or she should probably rethink his or her
career); but writers do engage in some of the hardest types of writing. Writing a book is, I
think, very hard. At the same time, it is exciting. There is a kind of joy in writing a book:
the delight of a good story, which is hard to explain.
Something Orson Scott Card said in his writing guide inspired me: he said that
you should write the best book you can, now, and not wait for the future day when you
will, of course, have improved as a writer (104-105). He says you should your present
book now and write other books later on (1 04-1 05). I have been working on this story for
five years or so, never really finishing it and revising it a lot. Although I have wanted to
be a published author for years now, I have not always kept that goal foremost in my
mind; it can be very hard for me to make the time to sit down and write. I think I will
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keep on writing this book in t~e summer. If I complete this book, then I will have
completed a novel, which, no matter what happens after that, is something that means a
Jot to me. I will be that much closer to being a published author.
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Twin Swords

Chapter One
ArdeneI found herself in a field of tall grass blown by a driving wind. The sky
was full of gray clouds, and there was a flash oflightning followed by distant thunder.
"Where am I?" she called, wading through the grass. The wind was bitterly cold,
and she wrapped her cloak tighter around her. There was not a soul in sight.
"Uncle?" she called. There was no answer. "Aunt?" Still no answer carne. Louder,
she called for her cousins, for her nursemaid, for everyone she knew; still, there was no
reply.
She saw tall, snaky trees ahead and struggled towards them. Once under them she
found that they were black and blocked out the gray light. She could not see. She tripped
on their roots with a cry and fell to the ground, where she remained.
There was a hiss. Her blood ran cold and she tried to sit up but found she could
not move.
Searing pain! Suddenly her arm was burning as if on fire. She saw it-the scarthe scar she had seen many times before-black and snakelike, curving around her arm,
branding itself into her.
The scar began to spread, wrapping itself around her upper arm, her shoulder-it
spread around her and then bound her arms together, wrapping around her as if it were a
thick cord. She couldn't move. She could hardly breathe. "Help!" she managed to say.
"Help! Help! Help!"
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"Ardenel?" The seariiig pain remained but she found herself sitting up in bed, in
the dark, someone gripping her shoulders. "I'm here, Ardenel. Was it a nightmare?" In
the candlelight she saw a face right before hers.
"Elea!" she gasped.
"Have the pains returned?" she asked, taking her hand.
"Yes," Ardenel managed, closing her eyes.
"Let me see it!"
She ripped up the right sleeve of her nightgown, past her elbow. The black scar
wound about her arm.
The girl named Elea clutched her hand and examined the scar. "It has not spread.
You are wearing your dragon's tear?'' she asked.
"Yes," Ardenel managed again, tears falling down her cheeks. She felt the smooth
jewel where it hung on its cord around her neck.
"Oh, Ardenel," Elea said, looking afraid as she stroked her hand. "Squeeze my
hand hard, hard as you must."
The next few minutes were long. Ardenel felt as if tongues of fire were gnawing
on her arm. After a few minutes, the pain grudgingly faded away.
"It is gone," she breathed finally, releasing her viselike grip on Elea's hand. She
slowly sat back and wiped away the tears.
"Thank goodness," Elea said. After a moment, she said, "It seems months since
the pains last gripped you."
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"I have not felt them since last autumn. It seems they think it is time to return."
Elea took her hand again and they both looked at the flickering candle on the nightstand.
"1 was having the old nightmare again."
"You were?" Elea asked.
"It was just like I remember. I felt it wrap around me, burn into me." Her eyes

began to fill with tears again.
"The dragon' s tear is fighting it," Elea said. "It will hold it at bay."
"Yes," Ardenel said slowly. Then she added in a low voice, "But why did the
pains return?"
"I do not know," Elea said. "I had thought the pains had left you. But this," she
said, "will be the last. You will not suffer anymore. Error's curse wanted to hurt you one
last time, but it will be the last."
Ardenel was silent a moment. "In my dream," she said at last, "I was all alone.
Sometimes I am . . . a little afraid."
Elea looked at her. "Ardene!," she said, "you do not need to be afraid. You are
never alone! I am here; Averif and Adiron are here; and our aunt and uncle." Ardene}
nodded. "You are no longer in your dream; this is real; and you are not alone !"
"Elea," Ardenel said, looking away, "perhaps you cannot understand. But ... the
village people are talking. They are saying that ... that I should be driven away."
Elea looked stricken.
"If Uncle were not here to protect me I am sure I would have been cast out long
ago. I overheard some of the servants whispering today. There are murmurings in the
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village against me. But this is not new. They have always feared me." She looked out into

the night. "I do not blame them."
"They are simple people!" Elea said. "They do not understand. And Uncle will
not Jet them hurt you."
Ardenel was quiet for a moment. "Perhaps they are right," she murmured.
"Perhaps I should leave."
"ArdeneI!"
"The curse may harm someone," Ardenel said.
''Not with the dragon's tear," Eleajumped in. "How could it?"
"I do not know," Ardenel said, turning to her, troubled. "But the dream has
returned."
"Do not think of it," Elea urged. "Thinking of it can only bring evil. Let the
dragon's tear do its work and do not listen to the talk of foolish peasants. Uncle will
punish whoever is saying such things against you."
"Yes," Ardenel said. She slowly pulled her sleeve down over her arm again. After
a moment, she said, "I think I know why they are afraid. Word came yesterday that Enor
has burned Endwel to the ground. In times like these, the people become very afraid."
"Yes," Elea said. " But casting you out will not keep Enor from attacking us."
"Perhaps it would," Ardenel said, and Elea shook her head fiercely. "They believe
I bring ill luck."
"No! You do not," said Elea. "Ardenel, Uncle will set all to rights. He will take
care of things, and you need fear no one." She looked at Ardenel' s tired face. "You
should go to sleep and not worry any more. Or would you rather I stayed up with you?"

'

'

'

.. .:

.

56

;,.(t~/

"I think I can trY. to sleep now," Ardenel said.
"Are you certain?"
"Yes."
Elea looked at her, her brow knitted.
"The pains will not return tonight," Ardenel assured her, smiling.
"Yes." She stood reluctantly, picked up the candle and went to her own bed across
the room. "Good night, ArdeneI. Remember what I said."
"Good night, Elea."
Elea snuffed out the candle and settled into bed. The room was entirely dark again
and soon all was silent. Ardenellay on her side under her quilt and sheets, looking
outside. A breeze stirred the blossoms of the apple tree by the window, and she lay
listening to the wind.
From her infancy to the age of seventeen, Ardene} had lived with her aunt and
uncle and their family in the small town of Hinn in the northern province of Hirian in
Itren. Of the town's residents, her family was the foremost in both wealth and lineage,
though they had sunk somewhat from former days. Both her uncle and aunt were of the
bloodline of the house of Hirian, the house of the rightful lords of the province, and the
townspeople respected this. The family was referred to with reverence and affection; the
townsmen deferred to her Uncle Adelan's judgment; and many of the townspeople
worked for them.
They had a happy household, and Ardenel had a happy life, at least when she was
within the familiar gates of Gray House, as her uncle's unpretentious seat was called. But
when she left these familiar confmes and ventured out into the world, her troubles began.
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'fhe townspeople feared her. They had never accepted her as they accepted the others of
the Adelan family; and now there was talk of driving her out. It was known that she was
the daughter of the doomed lord of Hirian and had been cursed along with his entire
bouse. Little was understood of curses, but this they knew: the curse of death was too
powerful and too risky to associate with. Everyone feared that they would contract it.
Ardenel was aware that even her aunt and uncle were not certain how the curse
spread, though they assured her zealously that with the dragon's tear it was unable to do
anything more. After all, they reasoned, if it could hurt anyone it would have had her
long ago; and as the evil magic seemed to be lessening, this was proof enough that the
dragon's tear was doing its work. Even so, the townspeople, like most simple folk
everywhere, knew the old stories and the old lore; they knew the tenacious power of
dread things, and they knew that the will of a half-wizard as powerful as Enor could not
be thwarted for long. They were certain that ill luck followed Sir Adelan's foundling
Ardenel, sometimes in the visible form of a shadow; and that someday the curse would
fmd the will to break its bonds and perhaps take one of their children with its black death.
Although they tried to be friendly, and to honor the Adelan family, and although they
certainly pitied the girl, they would not talk to her, and they would warn their children to
stay away from her; they would try to keep indoors if she was walking with Elea or one
of her other cousins in the town. They were restrained in her presence, wanting to like her
but afraid to come too near.
They are terrified of him, Ardenel told herself, staring at the dark tree outlined
against the sky. Everyone is terrified that he will attack Hinn. And so they fear me the
more.
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The wizard Enor, who had given her curse, had long ago seized the throne of
Itren, lcilling the former king and all of his family. Northern Itren had never been totally
under his control, and in an attempt to punish rebellious provinces, Enor was burning the
villages far to the west of where she lived. No one knew if Enor would reach Hinn or if
Lord Eldan would give in and pay tribute to Enor.
Although, like the villagers, she was afraid, Ardenel was not surprised to hear that
Enor was burning the villages. A man cruel enough to give her the curse on her arm and
to have killed her parents would not hesitate to attack helpless villages. Ardenel had
learned exactly how her parents had died; when she was still young, her uncle had taken
her gravely upon his knee and told her.
"Many years ago when you were still a baby, Ardenel," her uncle had said, "and
your mother was still alive and your father was ruling over all ofHirian, word came from
Tyrinth that Enor had killed King Veran and all the royal family and that the Castle
Tyrinth was his. Your father was loyal to the memory of Veran his lord and knew that we
would all be killed if he did not act; so he gathered the northern lords and armies to him
and led them into battle.
"The fighting was fierce and many died. Your father led us well but there was
little he or anyone could do against Enor and his armies. Enor invaded all the land and
installed his own loyal men in the great houses of Itren, sometimes killing them when
they were too great a threat to leave alive, causing many of the noble families to flee to
Tierian if they could. Many he threw into the dungeons; I was in his dungeon for many
months until I escaped with some others; but that was after the war was ended.
Eventually all the land was in his power except for Hirian and Radiran, and all who were
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left of the northern armies were forced to fall back to the Castle Anchiat, your father 's
home, where you and your mother were. Enor and his men lay siege to the castle, and
soon all began to starve.
"Angry and not content with mere victory, and in vengeance for the many men
our armies had slain, Enor set in place a dark magic and cursed your father and all of
your father' s household with the black curse. That is why you bear it on your arm,
Ardene!.
"You should not have lived through it; your father and mother did not. They
suffered for many days, as did the others of your father' s friends and family, and then
they died. But they loved you more than life itself; you were their first child. Your father
knew that long ago when he was a young man, he had received a small jewel called a
dragon' s tear as a gift from the wizard Milistor. Knowing that Milistor had said it held
good magic, and knowing something of the protection that it could give, your mother and
father took the dragon's tear and hung it around your neck. They wanted you to live. And
so you did, though they did not live to see it.
"Someone - we may never know who; perhaps even one of Enor' s men- found
you alone in the castle when everyone was dead. They took you and laid you at the
doorstep of this house, where your aunt was hiding with your young cousins. And that is
how you came here, Ardene!."
Ardene! lay awake thinking of these things, unable to sleep. As she was finally
drifting to sleep, the sky outside began to turn gray with the frrst light of dawn.
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Chapter Two
The next day, Ardenel tried to shake offthe fear of the night before. At breakfast

with her aunt, uncle, and cousins in the great hall, she tried to laugh and chat with the
others, and during her morning lessons with her aunt, she buried her nose in her books

and stubbornly refused to think of the darkness of the night before. Her aunt once asked
her what was the matter, and Ardenel saw Elea, who was sitting next to her, look up
suddenly, but Ardene! shook her head and laughed and said that she was only tired.
After morning lessons, ArdeneI slipped out of the house to take an apple to her
mare in the back pasture.
The horse trotted up, happy enough to receive a treat. "There you are, Essa,"
Ardenel said as she proffered the apple, sitting on the fence. "You know nothing of wars
and trouble, happy creature." She stroked her nose.
"Hello, Ardenel!" someone called. It was her cousin Averif, coming up from
behind her. "Free of your lessons?"
"For the moment," Ardene} called back. " Where have you been? Where is
Adiron?"
"I have just come from looking over the southern fields with Father," he said,
coming alongside her. "Herthan and his sons are making hay and Father is overseeing.
Adiron has remained with Father. He likes demesne work better than I." Leaning on the
fence, he grinned and stroked Essa's mane. "Hello, there, Essa."
"How is Herthan?" Ardene! asked, slipping off the fence. "Has the new baby
come yet?"

61
n •

·~ ; .(~~

'

"Not for a month yet, perhaps. They are rather anxious for this one; but they have
'dwife and she assures them this one is healthy."

seen the rru

Ardenel nodded silently. The last baby in the Herthan family had been stillborn.
Ardenel was afraid that her curse had been the cause. But she would not speak of it to

'f The last time she had said such a thing, he had insisted that she never say so
Aven ·
again.

· suddenly. "You are
"Are you all right today, Ardenel?"
· came Aven·r s vmce
staring at nothing."
She turned to look at him with what she hoped was a cheerful look. "Oh, do not
worry. I merely had a bad dream last night; 1 will be all right."
"Ardenel -" he began, but she cut him off with a question in a cheery voice.
"What news today? Did you hear any gossip in the town?"
"Do not think I do not notice you changing the subject," Averif said wryly. "But
as you do not wish to talk about whatever it is, I will not press you for details. What
news, you ask? News of a marriage, for one. Young Reif and Lissa of Averil Farm are
getting married. And -" here he stopped.
"Now you are holding back," said Ardenel, studying his face. He suddenly looked
troubled. "What is it?" It dawned on her. "It is not Enor, is it?"
"Yes," he said. "There is word that Enor defeated Lord Ailan in battle. Lord Ailan
escaped, but he lost many men. His cause is much weakened."
Ailan was the lord of Emoren, a bordering province to the west. "I am sorry to
hear it," Ardenel said, as Essa began bumping her shoulder to ask for more apples.
"As am I." They remained silent for some moments.
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"Still," Ardenel said; "We must not despair. We must have faith that Lord Eldan

will defend us. "
"Brave Ardenel," said Averif. "You are too brave." Something in his voice made
Ardenellook reluctantly at him. "It is Enor's curse, is it not, Ardenel?· 1s It. prurung
. . you
again?" He looked so intent and worried that she could not lie.
"It is," she admitted, looking away. "I woke last night after a nightmare and Elea

sat with me."
Averif narrowed his eyes. "Foul curse," he said.

"I do not know why it has returned."
"I will tell Father," Averif declared.
"Oh, no! Do not tell Uncle," Ardenel interjected. "He will only be troubled. And
there is nothing he can do."

"I must tell him, or you should tell him," Averif said. "What can you gain by
suffering alone?"
"It will not come again," Ardenel assured him. "It comes and goes at times. I am

sure it will not come again."
He narrowed his eyes even more.
"I am sure, Averif," she said. "Now, come. I hear the dinner bell." She patted
Essa goodbye and hopped off the fence.

"I will keep after you, Ardenel," said Averif, following her grudgingly.
Ardenel felt herself grow somewhat more cheerful afterwards. Somehow, talking
with her cousin had made things a little better. Thus, she was more herself during the
afternoon. After dinner, Averifreturned to his father and brother, and the women of the
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family were alone in the h~use. Outside, the warm spring breezes blew through the grassy
fields beyond the house, and where Ardene! sat in a comer of the great hall with her aunt
and cousin, sewing, by the great open-air window, she could hear the bees at their work
and the a robin singing. They sat like this for some time until, suddenly, she heard the
dog start barking madly and someone rush inside.
"Lady Avis, please come quickly," said Sine with a hurried curtsy. "There are
anned men in the road, speaking with Tavin!"
"Armed men!" exclaimed Ardenel's aunt. Elea rushed to the window as Ardene!
rose from her seat, and her aunt A vis set down her sewing and followed the serving
woman hastily out the door. Ardenellooked over Elea at the view outside the window.
There were six or seven men on horses - beautiful, fine-blooded horses, Ardenel thought,
despite herself- and Tavin, the stable boy, was pointing towards the house. The men
wore dark green or brown cloaks, and she could see that many had swords hanging by
their sides.
"They are miers, knights," Ardenel breathed.
"But what do they want with us?" Elea asked as the miers moved their horses
towards the house. Their aunt met them at the lane in front of the house garden, with Sine
trailing behind her, wringing her hands in her apron. All the men dismounted and bowed
to her after one man, who held the reins of a beautiful white horse, bowed first.
From where she was, Ardenel could hear the stranger' s words. "Good evening,
my lady. My name is Eliel, son ofEstin, lord ofHedrin," he said.
"Well met, Lord Eliel," Ardenel heard her aunt say anxiously.
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"I am sorry to frighten you or cause you any alarm," he continued. "Do not be
afraid; we are men on a journey and do not ride for war. On our way through this village,
we heard that the great lord here was Sir Adelan of the family Hirian. Have we come,
then, to his home?''
"Indeed, my lord, you have," said Ardenel's aunt. "But I regret that Sir Adelan is
not here at present."
"He speaks like one from Tierian," whispered Elea to Ardenel.
"Yes," Ardene! said. "And I would say by his bearing that he is very noble." The
others in the noble's party were young men of about his age, mostly fair-haired, except
for one who had very black hair. He held the reins of a black horse which kept pawing
the ground and tossing its head. All of the men looked on as their leader spoke; Ardene!
wondered if only the noble who called himself Eliel could speak their language, and if
any of them could understand the words he exchanged with her aunt.
"May I ask how it is that you know my husband's name?" asked her aunt
tremulously.
The noble nodded his head. "We come as friends. We in Tierian are familiar with
the great names of the families ofltren that fought in the war. We had heard that Sir
Adelan was the last surviving of the great house of Hirian."
"Yes," said her aunt. "Then you are friends?"
"Indeed we are," Eliel nodded. "Might we wait in the stable yard until Sir Adelan
returns? When he comes I would like to ask him if we might lodge here for the night."
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"I am sure Sir Adehm would not tum you away," said Ardenel's aunt. "Please do
not wait in the stable yard, my lord; come into the great hall and rest from your journey. I
will send a lad to fetch Sir Adelan directly."
"You are very gracious," Eliel returned.
Ardene} listened as Eliel and her aunt exchanged a few more words. The other
men in the party seemed to be very intent on what the two were saying.
"I wonder what they want with Uncle?" Ardene} whispered to her cousin.
Suddenly, the young man with the very black hair turned his head and looked straight
into her eyes. Ardene! caught her breath as he looked at her full in the face. Although his
expression was neutral, his eyes had a fierce, proud look; perhaps it was the sun that
made them glint and shine so brightly. She raised her chin and stared back at him, as he
had the boldness to stare straight at her. He glanced at Ardene! and then Elea, and then,
just as soon as he had looked at them, he turned away. The whole silent exchange had
lasted no more than a moment. Elea sat back in surprise.
"I wonder who he is?" Elea said in a low voice as the young man turned away
from them and began to follow the others as they led their horses in the direction of the
stable, their aunt accompanying them.
"I do not know," Ardene! said. "He seems rather proud."
"Perhaps he does not like being stared at from a window," said Elea.
"Yes," said Ardene!. She could not help feeling strange, as if she had just seen
some portent in the sky, and she did not know why.
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Sine came bustling into the great hall. "My lady wishes you and your cousin to
remove yourselves to the upper chambers until supper," she said to Elea, taking her by
the arm. "Those men at the gate will be coming in."
"What will Uncle Adelan say when he finds those men here?" asked Elea ass·

ltle

Jed her away and Ardenel followed.
"Lady Avis would not welcome them unless she believed it were safe," said Sine
as they made their way up the narrow stairs. "And I heard their leader speak the narn

eof

Veran. I believe they are allies of your uncle 's."
"No one from Tierian fights for Enor, Elea," Ardene} comforted her cousin. "And

if they came to rob us they could have done so already."
"Your cousin is right," said Sine. "We must be hospitable to them, as long as they
come in peace. Now stay in your chambers until supper is ready, mistresses, and send
word by a servant if you need anything." She deposited them in their upper room and
hurried back downstairs, calling another serving woman for help in the kitchen.

"I do not like having those strangers in the house," said Elea, shivering, as she
took a seat by the window. "So many men with their long swords. I wish they did not
have to stay here."
"They may not be here long," said Ardene!, taking up a book that had been .

1Ytng

on the table. "Think what stories they might tell! "
Elea looked sharply at Ardenel. "Ardene!! You are glad to have such visito ,
rs,
she said, disgruntled.
"Yes, and I do not see why you are not," Ardene! said. "Our company van·
little. And they come from Tierian!"

es so
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"And they have swords." Elea smil'e& ~'When we were children, you were always
the one running around with Averif, shouting and fighting him with your wooden sword."
The rest of the late afternoon, the girls listened to the thumps and sounds
downstairs as the strange miers came into the great hall and seated themselves around the
flfe. They could hear the sounds of what was happening fairly well, since the house walls
were thin. The men were served, and they knew the word for thank-you, at least, in the
language ofltren. They carried on their quiet conversations, however, in the speech of
Tierian. Ardenel and Elea listened as the dog's barking announced their uncle and
cousin's arrival. It sounded as if the men from Tierian stood up to greet him. They
exchanged some words, and Ardenel thought she heard Eliel introducing her uncle to his
men by name. Her uncle seemed glad to receive them into his home.
"He may know them or their families from the Great War," said Ardene},
listening. After a few moments, Sine carne to call them down to supper.
They descended silently into the warm, fire-lit room. The men stood from the
table as they descended, and their uncle introduced them.
"These are my foster-daughters, Elea of the family Tearen and Ardenel daughter
of Averin, my brother."
The men hailed them, and Ardenel and Elea took their seats quietly at the end of
the table by their aunt and uncle. Ardenellooked across the table at A verif and Adiron;
Averif exchanged a look with her.
During the course of the meal, when she was not carefully looking down at her
plate, Ardenel stole glances around the table at their strange guests. The man who had
spoken with her aunt, Eliel, was seated at her uncle's right hand, and next to him was the
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young man with black hair. He seemed to pay no attention to her or Elea now; whatever
he bad found worthy of frowning at earlier had passed from his mind. Ardenellooked
around at the others seated at the table; one of the young men, seated next to the blackhaired boy, would often turn to him and speak quietly in the Tierian language. Ardene!
wished she had studied more of that speech; she caught a word here and a word there, but
could not get the sense of what they were saying to each other. She gathered from what
was said during the meal that the black-haired one was called Lord Brev, and the other
was called Lord Etien. She heard the names of some of others - a Lord Perrin and a titleless Feren were among them. These other men, four in total, were farther down the table

'

and did not speak as freely as the others; they seemed to consider the others their
supenors.
The miers wore fine leather breastplates over simple shirts, in the Tierian style,
and leather vambraces on their arms. They wore surcoats of various colors, red, dark
green, and the deep blue common to Tierian coats of arms, under the leather armor. Their
clothes were very simple compared to the rich, bright robes men of their rank nonnally
wore. In a gesture of goodwill they had laid their hunting knives and long yew bows on
the bench by the door; they still wore their swords, as miers rarely parted with them.
Once everyone had been served their meat, Ardenel' s uncle turned to Eliel. "Lord
Eliel, you are most heartily welcome to my home. But tell me, my lord," he said, "if r
may ask, what brings my lords so far from Tierian? I hope there is no trouble or famine in
your lands."
"No, there is no trouble of that kind," answered Eliel. "The truth is that, spurred
by a matter of some urgency, my companions and I journey to inquire of a wise friend of

.
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ours, who lives some miles distant. We have travelled a fortnight and more from the
lands ofTierian to this town. Hearing that you, Sir Adelan, were the master in these parts,
we resolved to seek an audience with you in order to claim your friendship, owing to the
great loyalty you showed the late king of your country. For we in Tierian are not without
connection to his family and those still loyal to him."
Ardenel's uncle nodded silently. " You understand, Lord Eliel," he said after a
moment, "that these are dangerous words to speak here in Itren. There are many who
have forgotten Lord Veran and who serve Lord Enor instead."
"I am aware," said Eliel.
"You are right in calling me a friend," said her uncle. "My household and I will
ever remain loyal to the true king and any of his friends. If there is anything I can do to
aid you on your journey, tell me and I will do it."
"Thank you, good sir," said Eliel. "I wonder if Lord Brev and I might have a word
with you later on, in private?"

"With a good will," said her uncle. "Now, my lords, please enjoy your meal."
After the meal, the Ardene!, Elea and her aunt stood to leave. The men stood
again as well, and then the women left to go upstairs. As she made her way up the stairs,
Ardene! caught a glimpse of her uncle leading Lord Eliel and one of his companions to a
seat apart from the others.
That night, Ardenel had her nightmare again. This time it seemed to last a little
longer, and when she woke in a sweat she found herself sitting up, clutching her cursed
arm, which was throbbing with white-hot pain. She clenched her teeth and sat there
hunched in the darkness until it fmally faded away, then collapsed onto her bed.
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She did not know when she had gone to sleep again, but she later found herself
waking up to the gray light of dawn coming in through the window close by. She sat up
wearilY and heard a faint whinny as the horses were put out to pasture. Gripped by a
sudden idea and tired of sitting in bed with her bleak thoughts, she quickly threw on her
over-dress, slippers and wool cloak and padded past Elea where she slept and silently out
of the room. She made her way down the stairs as best she could without making them
creak terribly, stepping lightly in all the quietest spots, and instead of going through the
great hall, where the miers would be sleeping, went noiselessly through the kitchen's
back door.
The morning was cool and the sky was streaked with pink and blue. She made her
way down the footpath to the horse pasture by the stable, reaching there as the morning
sun began to peek over the trees on the horizon. There, in the pasture, were what she was
looking for: the beautiful horse ofthe miers. Several ofthem seemed to have ranged
further afield, but two ofthe bays were grazing nearby.
Beautiful, she thought, admiring their tapered noses and delicate hooves. "Come
here," she said softly, coming up to the fence and holding out one of the apples she had
grabbed on her way from the store in the kitchen. One and then the other raised their
delicate heads from the grass and ventured curiously over to see what she held. "Hello,
my beauties," she said as they came up, giving an apple to one and getting another apple
out of the fold of her cloak for the other. Though beautiful, they were still warhorses;
close up, she could see how tall and muscled they were. "But you are friendly if one
comes bearing apples," she said, as one submitted to being patted on the forehead.
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Out of the corner of her eye, she saw a movement. There, under the low,
spreading oak tree in the neighboring corral, was another horse, the black one, his
graceful neck bent low as he grazed. She made her way along the fence, leaving the other
stallions with a pat to each, and clucked softly, holding out the last apple to this black
horse.
He raised his head and looked at her, ears alert. "Come on," she said. He looked at
her longer. "I have an apple for you," she tried to encourage him. He still did not move.
"Do you not like apples? Your friends took them gladly enough." Suddenly the horse
stamped its hoof and gave an imperious whinny, making Ardenel start. With that, it
turned tail and galloped moodily away to the lower pasture.
"Well!" exclaimed Ardene!, a little hurt. "I will give your apple to the others, who
seem to want it." The other stallions were at the neighboring fence, looking at the treat
she held.
Suddenly she heard a low, prolonged whistle and turned to see a figure in dark
green farther down the fence. It was the black-haired boy they called Lord Brev, who
seemed to have appeared there as silent as a shadow. On instinct she drew back a little.
But he did not look at her where she stood. To her amazement, the black horse slowed in
his gallop and began to come around when he heard the whistle, coming up to the fence
by the stranger and nuzzling his shoulder. He turned to Ardenel where she stood
enviously.
"Ress does not often take to strangers," he said matter-of-factly. "He only listens
to me."
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These were the first ,words she haclhe;a him say in her own tongue. Ardenel

watched in amazement as the young man begin to slip a halter on the horse. "You speak
our language?" she asked.
"My family is from Itren," he said shortly, climbing lightly over the fence. "I am
ofthe household of Lord Tovin of Antrin. He was driven out during the Great War and
was given lands in Tierian."
" Oh," said Ardenel. She felt befuddled and her mind was now racing to catch up;
he spoke well enough to be one of her own countrymen. "Then you were not hom in
Tierian?"
"Indeed not," he said.
If he had been a friendly young man she might have eagerly asked him questions
about what it was like to live in that country over the mountains and where their fine
horses came from. But he seemed very curt. "Forgive me for bothering your horse; I did
not know he was so high-strung," she said as he used the fence to mount.
"Most horses of his bloodline are,'' he said factually. "You would do well to be
careful; a slip of a girl like you could get hurt. Good morning." He gave her a short nod

'
and with that he spurred his horse off and away.
Ardene! watched them go. "Hardly likely!" she exclaimed a moment after he was
gone. "I am no fool." She laughed angrily. "He is as rude as his horse! 'Most horses of
his bloodline,' "she repeated. "Not these horses. These horses are sweet and kind." She
turned to the adjoining pasture, where the two bays still watched her. "An apple for you,"
she said, holding out the apple to one ofthem. "And I will return with another," she
promised to the other. She couldn't help but glance at the farther pasture, where the mier

.. \
was guiding his horse in a fast tr~t,
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ailcYn~ice wistfully how well he was riding his horse

bareback. "Show-off," she said to herself. "I hope he falls."
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Twin Swords

a novel by
Heather Smith

In the land of Itren in the little town of Hinn one night, a seventeen-year-old girl

named Ardenel suffers in the grips of a terrible nightmare. She is wandering alone on
a storm-swept plain until she begins to feel something wrap around her and burn into
her skin. She awakens crying for help, knowing that it was really the curse of death
she bears on her arm, a curse given her by Enor, a wizard and the ruler of her country,
when she was just a baby. It looks like a black design snaking around her arm. The
curse is meant to slowly kill the bearer, but her parents, who were also stricken with
the curse, hung a rare jewel called a dragon's tear around her neck before they died;
this good magic keeps the curse from harming her, as long as she wears it.
The whole town ofHinn knows that she bears this curse and is afraid of her.
Although she is close to her aunt, uncle, and cousins, she has never had a friend her
age, and whenever she has to go into the town, she can feel the people's hatred. She is
afraid sometimes that her curse causes local deaths or crop losses, even though she
wears a dragon's tear. The nightmare that she had this night used to haunt her more
when she was little, but had left her several years ago; she had thought that meant the
curse was fading. Now that it has returned, she fears something awful is going to
happen.
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At the same time as she is pained by the return of this nightmare, the entire
countryside is troubled by news that Enor is attacking the provinces that will not pay

him tribute. Ardenel's province, Hirian, is one of these.
Ardenel's entire family, on edge because of the threat of war, is frightened
one day by the arrival of armed horsemen at their gate. The seven horsemen are led
by a young man from the neighboring country ofTierian who calls himselfEliel and
says they come in peace. The horsemen are welcomed by Ardenel' s uncle and stay
the night.
The morning after they arrive, Ardene!, while out alone, meets one of the men
in particular, a young man they call Lord Brev, and he insults her intelligence. She
dislikes him. Little does she know that Brev is actually the true lord of Itren, one of
the twin sons of the former great lord, Veran, and that the men are on a mission to
find the wizard Milistor. Brevis traveling incognito as simply a knight in Eliel's
entourage because he prefers it, and so as not to gain undue attention before he begins
his campaign to reclaim the country. The horsemen soon leave to continue their
JOurney.

A week later, after Ardenel's nightmare has been recurring and getting worse,
it comes stronger than ever, and in her dream she sees her dragon's tear crack. She
wakes up and, to her horror, it really has. In the course of the day, the curse reaches
out to hurt the one she loves the most, her younger cousin Elea, and Elea grows dizzy
and faint, and a fever and great pain comes upon her that night.
Overwhelmed with grief at her cousin's illness, which she perceives to be her
fault, and terribly afraid that Elea will die if she does not get some help and get as far
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away as possible, AJ;denel takes her mare and sneaks out that night. She means to find
the wizard who gave her parents the dragon's tear, the wizard Milistor, so that Elea
can somehow be saved. She does not know exactly where he lives, but rumor is that
he lives in the Old Forest, miles to the west.
At the end of her fust day of travel, Ardenel reaches the town of Heth, on the
borders of the Old Forest, where she, being a rather innocent, sheltered girl, nearly
gets robbed. Her curse is growing more and more painful and she cannot sleep
without having the nightmare. Afraid of thieves, she sleeps in the forest, miserable
and frightened. However, the next day, she is awakened by a small, chirping voice. It
is a speaking sparrow named Fen, who is curious to see a human girl alone and asleep
in her forest. She talks with Ardenel and laments that she needs a human to help her

get to the Gray Forest, where her family has all gone, as she has never learned to fly
and cannot make the distance. When Ardenel asks her, Fen says she knows where the
wizard Milistor is; in fact, that the wizard was the one who made the speaking
sparrows in the first place. They agree to help each other, and Ardene! begins to
follow her directions through the Old Forest.
A day or two after Ardenel has met Fen, the curse is causing Ardenel to grow
weaker and weaker, and Fen, not knowing what is wrong, is very worried for her.
Ardenel falls off her horse and collapses on the way there and cannot move, although
she does not faint; Fen tries to go for help and comes back with someone. To
Ardenel's shock, suddenly the face she sees before her is the face of Lord Brev, the
arrogant young man she met back at her home; he picks her up to carry her to
Milistor, the last thing she remembers before the darkness claims her.
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The curse doe~ not succeed in taking her, however; Ardene! Wakes

up to flllct
herself being encouraged to drink a warm, reddish liquid, and looks around
anct sees
that the one with her is a kind old man - the wizard Milistor, as she know .
s lllstantly.
They are in his forest home, and Fen is beside her. When she gains the stre
ngth to ask
him what to do about her curse and about Elea, Milistor tells her gravely th
at the Only
wizard now powerful enough to undo the curse is Enor; however, she might fi
lnd help
from the wizard Ananor, who is stronger than Milistor and lives in the co
urt of the
king of Tierian. A long time ago, a wizard named Irenor, even more pow fu
er 1 than
Enor, had lived in the land; but he had left long ago and no one now know
s Where to
find him. Milistor gives her healing water and binds the dragon's tear to str
engthen it
'
but his good magic will only last so long; after that time is spent there m b
'
ay e
nothing he can do for her. He shows Ardene! by his art that Elea is well

.
agatn, though

not very strong, since Ardene! and her curse are very far from her now Aft
. er talking
with Milistor, Ardene! needs to rest and recover and is invited to stay th
ere as long as
she needs before she travels to find Ananor.
As Ardene! recovers in Milistor's dwelling in the woods, Ardene} h
appens to
talk with Lord Brev, Lord Eliel, and the same horsemen who visited her h
ouse before.
To her astonishment, she learns that Brev is the true son of the former gr
eat lord and
is trying to reclaim his kingdom. She must remake her opinion of him· sh h
' e ad
thought that Eliel might be the rumored heir. He asks her what trouble d
rove her to
Milistor, but she only tells him that her cousin fell ill and she was searchin
g for a cure
for her; she does not want to tell him about the curse on her, for fear that h
e Would be
afraid of her.
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Brev's true goal in coming here was to ask Enor about a troubling dream he
has been having, in which he sees his dead twin brother, who was killed in infancy by
Enor, pleading for his help. Milistor is troubled to hear it and tells Brev that this
means his brother may be alive, somewhere. Brev asks if he should then try to take
over Itren again, as he had planned; he is the younger twin, and by rights the kingdom
would belong to his brother. Milistor tells him that although his victory is not certain,
it is Brev's duty to try to reclaim the kingdom. The current ruler Enor is a bad king,
and the people are suffering.
When Ardene! is sufficiently recovered, Milistor proposes that she journey to
see Ananor with Lord Brev and the others, who can safely escort her the long distance
to Tierian. Milistor privately tells Brev that he senses that Brev should keep Ardenel
close; through his arts he has foreseen that their destinies are both entwined because
Enor has affected them both. Brev asks how it is that Ardenel has been affected by
Enor, but Milistor leaves him to guess. Brev does not know that Ardene} bears Enor's
curse; he merely thinks that Ardenel needs to speak to Ananor for some undisclosed
reason. Brev knows that Ardenel's parents were killed by Enor, however, and he
assumes that this is what Milistor refers to.
The pilgrims leave with Milistor's blessing and travel east. Their journey
takes them past Hinn; while still with Milistor, Ardene} sends word to her uncle and
family that she was safe and journeying to find a cure for her curse. She feels that it
would be better not to see her uncle, because he might try to dissuade her from
making the journey and go himself, which, she fears, would be his death. As they
travel through the country of Itren, they pass the fortress of the lord of Hirian.

.
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Ardenel's true mother and father werelhe 'lbrd and lady ofHirian, which is why they
were cursed; they fought against Enor, and he cursed their entire household with the
curse of death. Ardene! feels strange seeing for the first time what would have been
her home and the death place of her parents; a new, unrelated lord, Lord Eldan,
occupies it now.
While on their journey, they pass through Avarith and learn that the villages
of the non-tribute-paying provinces ofEmoren and parts ofHirian are being burned to
the ground by one ofEnor's men, a general called Fiorden, who is making a name for
himself as the Orpbanmaker. They reach the Gray Forest, where Fen wanted to go.
The sparrow is distressed to find that none of the birds of the forest have heard of her
mother or father. She concludes that something must have happened. Ardene! offers
to let her come along with her as far as she needs to.
One night they are attacked by an evil beast, and Ardene! fears that her curse
brought the creature. The next morning, not thinking quite clearly, she tries to run
away, afraid that she might bring danger to the rest of them. Brev, who was keeping
the last watch, is awake and bas to stop her. She cannot explain why she was running
away, as she is still keeping her curse a secret, and he merely thinks she is a foolish
and quite incomprehensible girl; he threatens half-seriously to tie her up. They are
still more enemies than friends.
While traveling over the mountains that divide Itren and Tierian, they stay a
night with a clan of griffins. These griffins have been watching over Brev since his
childhood; it was with their help that Brev's mother transported Brev safely away
from Enor when the kingdom was being taken over. Two griffms, named Fleetwing
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and Arrowflight, join them as they travel through the dangerous mountains. Their
journey from Milistor to Tierian lasts about two weeks.
They finally reach Estrith, the beautiful white castle where the ruler ofTierian
lives. Ardenel is granted an audience with the court wizard, Ananor, but, like
Milistor, he tells her that the only one who is powerful enough to remove her curse is
Enor; she will either have to seek an audience with him or try to fmd another dragon 's
tear. She is disheartened to hear such news, as dragon's tears are very rare, and she is
sure that Error would not remove the curse. She is distressed because the curse is
visibly spreading over her arm, but she tells no one else.
Brev has collected an invading force made up of allies from Tierian, and he
thinks it would be better if Ardenel stayed in safety at Estrith. However, she refuses
to stay alone in a foreign land, and she does not have much time left to find another
dragon's tear. Brev allows her to come along, not knowing her exact reasons. Fen, as
usual, is with Ardenel; Fen thinks she might still find her family somewhere in Itren.
The army, led by Brev and with Ardenel accompanying, makes its way over the
mountains and through the allied Itren province of Radiran, gathering men. On their
way to the lord of Antrin, they learn that more towns have been razed by Fiorden
Orphanmaker, making Brev angry at their ruthelessness. They also learn that Fiorden
bears one of the two swords of elan, swords borne by the great lords of Itren, made
out of a fallen star and able to shatter most anything, except each other. Brev is
doubly angered at their audacity in using his family' s sword. One sword, the one his
father bore, was lost on the battlefield where Enor killed him.
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They are received by the lord of~ttin in Itren, who has agreed to support
Brev in his rebellion. The other rebelling provinces of Emoren, Hirian and Radiran
will also join with Brev. He plants his standard near the house of the lord of Antrin
and men rally to him from all over the northern provinces. The griffins also join him.
Their first battles are successful and they begin to push Enor's forces back.
The general Fiorden tries to come up on Brev's forces from behind, taking the
lord ofHirian's seat on the way. This is in such close proximity to Hinn that Ardene!
is afraid her hometown has been destroyed.
Brev's forces and Fiorden's forces form battle lines near the border where the
two provinces meet. Brev challenges Fiorden to single combat to spare his army, and
Fiorden accepts. Ardenel watches as they each ride out to meet each other, dismount,
and approach each other. As Brev looks at Fiorden, Fiorden looks back at him, and
with sudden horror Brev sees that Fiorden is his mirror image- his twin brother. He
speaks his brother's true name, Alastian. White-faced, he lowers his sword and says
he will not fight him. Fiorden, who is just as confused, does not have the same
scruples. He is determined to beat Brev and attacks. Brev defends himself with his
sword, but Fiorden's sword of elan shatters Brev's own, and when Brev tries halfheartedly to defend himself with his shield, his arm is broken. He falls to his knees
and is on the verge of being killed when Ardene!, who has been taught by Brev and
his men to use a bow and arrow, cannot bear it anymore and shoots an arrow into
Fiorden's upraised arm. Fiorden falls and, enraged, looks to see who has shot him; he
sees Ardenel where she stands. The battle begins, and the fighting is bloody. Brev's
forces win, but at great cost; and their leader is unable to function.
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Ardenel and the other camp followers try to care for the wounded, including
their leader. He is beside himself and angry with Ardenel for interfering in a duel of
honor. Ardenel, though tom, since honor is so important in their culture, says that the
match was not even, and therefore not honorable; and whatever is done, is done.
Brevis up and about soon, his arm in a cast; however, he is still very clearly
emotionally impacted. He is shocked to find his brother, who he thought was dead,
acting as his sworn enemy. He is also angry that his brother defeated him and vows to
find the missing sword of elan and fight his brother again. Enor's forces soon press in
hard, nearly doing them in. The neighboring country ofRelanjoins with Enor, giving
him extra fighting power. Tierian, which also borders Relan, is nearly overrun.
During this time, Brev grants an audience to a soldier who tells him that his
father took the second sword of elan from the battlefield where Brev's father was
defeated. Brev demands to know where the sword is now, and the man, from the
northern province ofTorran, and that the sword was long ago stolen from them.
During this time, Brev also speaks with Milistor, asking him why Fiorden is
still alive. Milistor tells him that it must be that when Enor discovered Fiorden where
he was hidden away, Enor must have decided not to kill him, but to raise him,
controlling him with dark magic. Brev is certain that if Fiorden could gain his own
will back and be freed of Enor, he would be saved.
Also during this time, Ardenel hears a strange rumor that someone has seen
the great wizard Irenor in the north. She wonders if it could be true. She learns that
Hinn has been burned. Her uncle and male cousins have joined the army, where she
meets them again, and her aunt and cousin Elea are among the refugees and camp
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followers. She is overjoyed to see them again but saddened to know that Hinn is
gone.
Brev's forces gain new strength and beat back Enor's forces. They begin to
press close to Tirinth, where Enor lives. On the way to Tirinth, Brev learns that they
are within close distance ofFiorden's camp. One night, he walks unarmed into his
brother's camp and demands to talk to him. Fiorden grants his demand, and the two
speak privately in Fiorden' s tent. Fiorden is not totally against Brev - in fact, he
doesn't want to kill his own brother, who he did not know still lived, either- but he
says that only one of them can be the great lord, and that person will be him. Brevis
allowed to return safely to his own camp.
While they stay in the newly conquered fortress at Aren, a few leagues away
from Tirinth, the curse begins to pain Ardenel terribly. It has now spread past her
shoulders. One day, Brev sees her nearly double over in pain and asks what is wrong.
She will not tell him at first, but he makes her. She is certain that this is the end of
what has grown to be a friendship, and that now that he knows, he will stay away.
When, with great effort, she tells him, he is uncharacteristically quiet a moment, and
she thinks it is the end. He asks why she never told him, trusting him so little. She
asks him if he will still speak to her. He says of course he will and wonders why she
is such an irrational girl. Ardenel knows for the first time that she has a true friend,
one who will not reject her even though she is cursed. He asks what she needs to cure
her curse, and she tells him that the only thing she can do is fmd a new dragon's tear.
Brev is angry with her for not telling him that she may be dying.
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Soon after, Enor's men, who have identified her as Brev's love interest (although
both Brev and Ardene! would protest that appellation), kidnap her in order to use her
as leverage against Brev. They demand that Brev surrender unconditionally in order
to get her back, which he is only kept from doing by vigilant friends. They fear that
Enor will not honor any agreement but will instead kill both Ardene! and Brev.
Meanwhile, Ardene!, who has been taken to Tirinth, meets Enor face-to-face.
She has envisioned such a moment ever since she heard that only Enor could remove
the curse, but she never actually thought it would come. He sees that she is suffering
from the curse he gave her family long ago, and he laughs. Even though she is afraid,
she demands that he remove the curse. He asks why he should listen to her. Later on,
when it is clear that Ardene! is not useful as a hostage, he removes the barely-working
dragon's tear from her neck and she slowly begins to die.
During this time, Brev hears that a dragon somewhere in the northern reaches
is said to have a dragon's tear in its hoard. Dragons are rare in their day and age. This
dragon is said to live relatively peacefully, only occasionally eating the herds of local
farmers in Torran, sitting on a great hoard of riches and the rarest jewels. Brev rashly
leaves his army one night, flying on the back of the griffin Arrowflight, in order to
find it. He returns a day later with not only a dragon's tear but a sword of elan, both
of which he found in the dragon's hoard. His army and his friends are awed to see the
sword, thought to be lost, and they are heartened on the eve of battle. Brevis
determined to rescue Ardene! and put the dragon's tear around her neck.
The next day, battle lines form outside ofTirinth. Brev leads the men of the
northern provinces and of Tierian against Enor' s forces of some of the southern
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provinces and Relan. Enor is not fighting himself but is inside Tirinth; some fear he is
preparing some harmful magic. Brev instructs his men to break through the lines so
that he can reach the gates. With the help of the griffins, he and several others manage
to fly over the castle walls, avoiding the archers. They find Enor, and Brev, holding
the sword of elan, challenges him to fight. He shouts at Enor that he fights him to
avenge all those who he has killed. Enor fights Brev with his bad magic, but Brev,
though he is wounded, manages to kill Enor with the sword of elan.
Suddenly, Fiorden appears. Brev tells Fiorden to stand down, for he does not
want to harm him, and he tells Fiorden that now he bears the second sword of elan
and is not afraid to fight him. Fiorden says he does not want to fight Brev, either, but
that he will fight anyone who tries to take over his domain. He tells Brev to prepare
himself, and the two begin to fight with their twin swords. In swordsmanship, Fiorden
is Brev's superior, but in sheer determination Brevis stronger. This time around,
Fiorden senses something different about Brev and is driven back by Brev. Their
fighting is fierce. At last, Brev drives his sword into Fiorden' s side, and Fiorden
collapses with a cry. Brev orders some of his men to take Fiorden prisoner.
From there, Brev and others of his men hurry to the tower in which Ardene! is
being kept. He breaks down the door with the help of his sword. She is on the floor,
slipping in and out of a shadowy nightmare. The curse has visibly spread over her
entire body -her face, her hands, her feet. He reaches her and takes her in his arms,
and she recognizes him; but she is fading fast. Brev quickly takes the new dragon's
tear out and places it around her neck. Ardene! is not visibly better and is now
unconscious, so he shouts to his men that they must bring her to Milistor, who is in
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their camp. The men fly out on the griffins, Brev with Ardene!; some of the men take
Enor' s staff and shout their victory as they fly over the armies.
When the opposing army sees they have Enor' s staff and that their leader must
be dead, they are filled with fear and begin to flee the battlefield. Some of Brev' s men
go after them while others keep fighting those who remain. Brev rushes Ardene! to
Milistor, who tries to heal Ardene! as best as he can. He tells Brev that Ardene! has
come so close to being consumed by the curse that he is not sure there is anything that
can be done.
Suddenly a shadow falls across the tent entrance. Without any announcement,
a stranger has appeared~ a stranger with a long, white beard wearing wizard's robes.
Everyone stares at him as, with a bearing of authority, he comes forward and takes
Ardenel's hand. He speaks a few words over her in a low voice, telling the curse to go
away and telling Ardene!' s spirit to live. And although the black curse all over her
body remains, she almost immediately begins to breathe easier and her fever
disappears. He is Irenor, the great wizard more powerful than Enor, who, as Milistor
had told Ardene!, had left long ago. Those in the room with them are speechless.
Irenor has come because he had seen Enor's doings from afar and decided that he
would come and set things to rights.
Later that day, after Brev has left Ardene! sleeping deeply, Brev, Milistor, and
others go with Irenor to the tent where Fiorden is being held prisoner. Irenor removes
the bind that Enor had placed on Fiorden to control him. Fiorden will slowly
recuperate and gain a sense of himself again, and some sanity, although he may never
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be entirely whole. Milistor will take the changed Fiorden with him to the Old Forest
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for as long as he needs to recover.
Ardenel wakes up the next morning to the sound of birds singing and the
warmth of sunlight corning in through a window. She finds that she is in a
comfortable bed in a castle room; as she learns later, they have taken over Tirinth.
She looks at her hand, then her arm. The curse is fading. Suddenly, Brev with Fen on
his shoulder, enters, very glad to find her awake. He comes to her and takes her hand,
which he has never done before.
The flag ofBrev's house flies over Tirinth now. Brev's men have largely
defeated the remaining enemies, and Relan agrees to a truce. Brev is made the great
lord of allltren, taking his proper name, Atrevian, and his rule is once again

established.
Brev takes his leave offiorden when Fiorden and Milistor prepare to leave.
Brev says that he would like to knoW his brother again, and Fiorden agrees. They
both now knoW that they will someday rebuild their relationship. Milistor and Fiorden
set out with an entourage to make the long journey to the Old Forest.
Ardenel is asked if she would like to go with them to return to Hiun, since her
family is returning to rebuild their home at Hinn- Brevis moody. Ardenel says that
she cannot stay in Tirinth. He says that she can. Irritated, she points out that she must
go with her family. He says no, she must stay. She asks him what he is saying. He
says again that she must stay with him, too uncomfortable and afraid to properly ask
her to marry him. She realizes what he is asking. He adds petulantly that she has no
choice in the matter. In the same spirit, with understatement, she says that she had
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better stay, then. The two will now be happy together, and Ardenel does not need to
fear anyone's rejecting her because of her curse. She knows now that Brev loves her
and loved her even then, and that in the future she will find love from true friends as
well. Brev has the brother that he longed for again, and that Enor is finally dead and
will never harm anyone again. The kingdom has been set to rights, and they will all
live happily in peace.
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